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Abstract	  	  	  This	  dissertation	  tracks	  the	  operations	  of	  broken	  family	  discourse	  through	  both	  therapeutic	   literature	   and	   popular	   teen	   film.	   It	   is	   interested	   in	   the	   way	   that	  young	   women	   and	   girls	   are	   implicated	   in	   supporting	   and	   maintaining	   the	  authority	  of	   fathers	   across	   separated	   families.	  The	  girl-­‐power	  oriented	   films	  of	  the	  1990s	  and	  2000s	  are	  offered	  as	  a	  productive	   source	   for	  understanding	   the	  agency	   and	   complex	   subjectivity	   of	   girls	   who	   negotiate	   families	   marked	   by	  separation.	   In	   comparison	   to	   this	   girl-­‐centric	   discourse,	   it	   is	   argued	   the	  therapeutic	   literature	   creates	   narrow	   and	   limited	   subject	   positions	   for	   girls	   as	  either	  innocent	  saviours	  or	  vulnerable	  victims	  of	  ‘broken’	  families.	  In	  addition,	  it	  is	  argued	  that	  aspects	  of	  the	  therapeutic	  literature	  perpetuate	  established	  gender	  divisions	  and	  apportion	  blame	  to	  mothers	   for	   the	  breakdown	  of	   the	   traditional	  family	  unit.	  To	  explore	  these	  issues	  the	  first	  half	  of	  this	  dissertation	  surveys	  the	  therapeutic	   field	  on	  marriage	  and	  divorce,	   looking	   in	  particular	  at	  keywords	   in	  the	   Journal	  of	  Divorce	  and	  Remarriage	   and	   a	   recent	   review	  article	  published	   in	  this	  journal:	  Linda	  Nielsen’s	  ‘Divorced	  Fathers	  and	  Their	  Daughters:	  A	  Review	  of	  Research’	   (2011).	   The	   second	   half	   of	   the	   dissertation	   explores	   the	   interaction	  between	   fantasy,	   fairy-­‐tale	   and	   girl-­‐power	   in	   teen	   films	   from	   1995	   to	   2007,	  looking	   in	   particular	   at	  What	  A	  Girl	  Wants	   (2003)	   starring	  Amanda	  Bynes	   and	  Colin	  Firth.	  The	  discussion	  of	   these	   texts	   is	   framed	  within	   the	   field	  of	   girlhood	  studies,	   and	   draws	   on	   theories	   of	   ‘tween’	   culture	   and	   feminist	   concerns	   about	  commercialisation	   and	   agency.	   Taking	   a	   discursive	   rather	   than	   aesthetic	  approach	  to	  the	  film	  text,	  I	  employ	  an	  interpretative	  strategy	  that	  takes	  seriously	  the	  desires	  and	  disavowals	  expressed	   in	   fictional	  narratives	  directed	  at	   teen	  or	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pre-­‐teen	   audiences.	   As	   I	   hope	   to	   demonstrate,	   contemporary	   films	   targeted	   at	  girls	  have	  the	  capacity	  to	  narrativise	  these	  concerns	  in	  ways	  that	  shift	  the	  debate	  about	  divorced	  families	  away	  from	  a	  pathologising	  account	  of	  the	  damaged	  child.	  They	   direct	   us	   instead	   towards	   a	   more	   productive	   understanding	   of	   how	  changing	  family	  dynamics	  are	  actively	  negotiated	  by	  all	  parties—including	  those	  female	   minors	   otherwise	   understood	   to	   be	   outside	   of,	   and	   at	   risk	   from,	   the	  devolution	  and	  reformation	  of	  adult	  intimacies.	  	  Keywords:	  girlhood,	  gender,	  sexuality,	  fathers,	  daughters,	  teen	  film,	  family	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Preface:	  Girl	  Talk	  	  	  I	  remember	  my	  first	  experience	  of	  going	  to	  the	  cinema.	  I	  was	  four.	  My	  paternal	  grandfather	  took	  me	  to	  see	  Walt	  Disney	  Pictures’	  animated	  version	  of	  Beauty	  and	  
the	   Beast	   (1991).	   I	   hid	   behind	   the	   seats	   in	   the	   scary	   parts	   even	   though	   my	  grandfather	   assured	  me	   that	   ‘these	   kinds	   of	   films	   always	   turn	   out	   well	   in	   the	  end.’	   As	   a	   child	   I	   loved	   these	   fairy-­‐tale	   stories.	   My	   paternal	   grandmother	   had	  many	  of	  the	  Disney	  movies	  on	  VHS	  at	  her	  house.	  Much	  to	  my	  mother’s	  disgust,	  I	  used	  to	  watch	  the	  1959	  classic	  Sleeping	  Beauty	  almost	  every	  time	  I	  visited.	  I	  see	  now	  that	  my	  mother	  was	  nervous	  of	  films	  that	  ‘always	  turn	  out	  well	  in	  the	  end’	  because	  this	  wasn’t	  a	  narrative	  outcome	  she	  felt	  she	  could	  offer	  me.	  	  Still	  later	  when	  Disney’s	  remake	  of	  The	  Parent	  Trap	  (1998)	  was	  released,	  promising	  a	  happy	  reunification	  of	  the	  family	  through	  the	  efforts	  of	  the	  children,	  my	  mother	  worried	   I	  would	   take	   it	  upon	  myself	   to	   fix	  my	  parents’	  divorce.	  Or,	  more	  to	  the	  point,	  she	  recognised	  the	  way	  I	  was	  already	  trying	  to	  do	  this	  and	  was	  nervous	  of	  anything	  that	  would	  encourage	  me	  (in	  what	  she	  knew	  was	  a	  hopeless	  task).	  I	  turn	  to	  these	  films	  now	  as	  a	  critical	  archive	  from	  which	  to	  gain	  a	  different	  perspective	  on	   separated	   families	   than	   the	  one	   I	   experienced	  as	  a	   child,	  or	   the	  one	  presented	  in	  current	  psychological	  and	  self-­‐help	  literature.	  In	  other	  words,	  I	  am	  drawn	  to	  popular	  culture’s	  fairy-­‐tale	  representations	  of	  the	  ‘broken	  home’	  in	  the	  hope	  that	  they	  offer	  now,	  as	  they	  did	  then,	  a	  different	  way	  of	  reflecting	  on	  my	  experience.	  	  I	   was	   five	   when	   my	   parents	   divorced	   in	   1992.	   My	   parents	   became	  involved	   in	  an	  extensive	  custody	  battle	   that	  continued	   throughout	   the	  nineties.	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In	  the	  first	  instance	  my	  mother	  was	  given	  custody,	  with	  my	  father	  having	  access	  to	  my	   sister	   and	   I	   every	   second	  weekend.	   Subsequently	  my	  parents,	   unable	   to	  resolve	   their	   differences,	   returned	   to	   court.	   My	   father	   wanted	   more	   custodial	  influence	  in	  the	  form	  of	  weekly	  access.	  He	  also	  wanted	  to	  take	  us	  on	  an	  overseas	  trip	  and	  to	  send	  us	  to	  private	  school.	  These	  court	  cases	  and	  their	  aftermath	  were	  long	  and	  bitter.	  Personal	  disagreements	  between	  my	  parents	  continued	  well	  into	  my	  teens	  and	  my	  mother	  and	  father	  still	  do	  not	  speak	  to	  each	  other.	  For	  me,	  or	  at	  least	   for	   the	   young	   researcher	   now	  approaching	   this	   thesis,	   these	   post-­‐marital	  disagreements	   and	   contestations	   over	   the	   raising	   of	   children	   have	   a	   wider	  application,	   representing	   highly	   emotive	   differences	   in	   class	   values,	   gender	  politics,	  and	  often	  unspoken	  investments	  in	  the	  sexuality	  of	  children.	  	  In	   broad	   outline,	  my	   parents	   represent	   for	  me	   two	   vastly	   different	   and	  opposing	  world	   views,	  which	   have	   at	   times	   seemed	   to	   exist	   less	   for	   their	   own	  merit	   than	   in	  order	   to	  counter	  each	  other	  (just	  as	  my	  parents	  built	  court	  cases	  based	  on	  the	  merit	  of	  their	  own	  character	  in	  opposition	  to	  the	  implied	  or	  explicit	  shortcomings	   of	   the	   other).	   Perhaps	   inevitably,	   I	   remain	   invested	   in	   this	   split,	  just	   as	   I	   was	   positioned	   within	   it	   by	   the	   rhetoric	   of	   the	   custody	   battles.	   Yet,	  existing	  in	  this	  space,	  between	  estranged	  mother	  and	  father,	  has	  also	  trained	  me	  to	  look	  at	  each	  side	  with	  neutrality.	  My	  interest,	  previously	  and	  now	  critically,	  is	  in	  how	  these	  sides	  or	  parts	  fit	  together,	  more	  than	  in	  evaluating	  them	  as	  good	  or	  bad.	   Although	  an	  often-­‐maligned	  form	  of	  narrative	  (consider	  the	  way	  the	  term	  “Disneyfication”	   is	   used	   to	   critique	   any	   number	   of	   perceived	   cultural	  declensions),	   fairy-­‐tale	   films	   continue	   to	   interest	   me	   for	   their	   capacity	   to	  reconcile	   seemingly	   impossible	   differences.	   Films	   that	   follow	   a	   fairy-­‐tale	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narrative	  simultaneously	  offer	  and	  preclude	  new	  models	  of	  family;	  question	  and	  reproduce	   the	   relationship	   between	   girlhood	   and	   patriarchy;	   and	   enable	   and	  disable	   a	   feminist	   narrative.	   Perhaps	   because	   of	   the	   certainty	   of	   their	   happy	  endings,	   these	   films	   are	   able	   to	  maintain	   an	   internal	   incoherence	   that	   enables	  their	  young	  protagonists	  to	  renegotiate	  the	  roles	  and	  relationships	  of	  family.	  	  This	  dissertation	  seeks	  to	  legitimate	  the	  value	  of	  pop	  cultural	  texts	  as	  well	  as	  validate	  and	  acknowledge	  personal	  attachments	  in	  scholarly	  writing.	  The	  split	  between	  specialist	  and	  popular	  discourses,	   academic	  and	  personal	  approaches,	  is	   reflected	   in	  my	   primary	   objects	   of	   analysis:	   therapeutic	   discourse	   and	   teen	  film.	  This	  dissertation	  begins	  by	  demonstrating	  how	  the	  language	  of	  therapeutic	  analysis	   and	   intervention	   which	   aspires	   to	   emotional	   neutrality	   nonetheless	  deploys	   the	   rhetoric	   of	   victimisation,	   blame	   and	   salvation	   that	   frequently	  accompanies	  discussions	  of	  separated	  families	  outside	  the	  academic	  realm.	  The	  aim	   of	   this	   section	   of	   the	   dissertation	   is	   to	   tease	   apart	   therapeutic	   language,	  looking	  at	  its	  reliance	  on	  particular	  keywords	  and	  phrases,	  before	  turning	  to	  teen	  film	  as	  a	  different	  way	  of	  addressing	  the	  same	  themes.	  	  Although	   at	   times	   I	   strive	   for	   the	   neutral,	   passive	   language	   of	   academic	  inquiry,	   I	   also	   offer	   personal	   reflections.	   I	   have	   acknowledged	   my	   childhood	  experience	  of	  divorced	  family	  relations	  and	  ‘come	  out’	  as	  a	  fan	  of	  Disney	  and	  teen	  films	  because	  I	  believe	  that	  all	  research	  is	  motivated	  by	  subjective	  positions.	  The	  family	   is	   a	   research	   area	   particularly	   saturated	   with	   personal	   memories	   and	  attachments,	   yet	   many	   of	   the	   methodologies	   currently	   in	   use	   for	   research-­‐informed	   discussions	   of	   marriage	   and	   divorce	   generally	   preclude	  acknowledgement	   of	   the	   researcher’s	   position	   in	   relation	   to	   their	   work.	  Typically,	   this	   research	   has	   paid	   allegiance	   to	   science-­‐based	   methodologies—
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whether	  quantitative	  or	  qualitative—rather	  than	  engaging	  in	  discursive	  or	  text-­‐based	  analyses	  as	  this	  thesis	  will	  do.	  	  	  	  	  
Keywords	  in	  the	  Therapeutic	  Literature	  	  Current	  research	  into	  family,	  divorce	  and	  remarriage	  appears	  across	  a	  number	  of	  humanities	  and	  social	  science	  disciplines.	   It	   is	  useful	   to	  briefly	  survey	  the	   large	  number	   of	   peer-­‐reviewed	   journals	   dedicated	   to	   this	   field.	   Excluding	   the	  extensive	   body	   of	   family	   law	   literature,	   much	   of	   the	   key	   work	   on	   families	   is	  interdisciplinary.	   The	   leading	   journal	   in	   this	   field,	  The	   Journal	  of	  Marriage	  and	  
Family	  (A*-­‐ranked	  on	  the	  ARC	  2010	  journal	  list,	  and	  cross-­‐coded	  to	  Demography	  and	   Psychology),1	  specifies	   on	   its	  website	   that	   it	   accepts	   contributions	   ‘from	   a	  range	   of	   fields	   including	   anthropology,	   demography,	   economics,	   history,	  psychology,	   and	   sociology,	   as	   well	   as	   interdisciplinary	   fields	   such	   as	   human	  development	   and	   family	   sciences.’	   This	   journal	   is	   published	   by	   the	   American	  National	  Council	   of	  Family	  Relations,	  which	  also	  publishes	  Family	  Relations	   (C-­‐ranked,	  Psychology),	   an	   interdisciplinary	   journal	   of	   applied	   family	   studies,	   and	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  1	  	  Although	  the	  Australian	  Research	  Council	  (ARC)	  2010	  journal	  list	  was	  abandoned	  the	  following	  year,	  it	  still	  provides	  an	  interesting	  context	  for	  the	  way	  these	  journals	  are	  positioned	  within	  the	  larger	  scholarly	  field.	  For	  instance,	  high	  ranking	  A*	  journals	  in	  family	  research	  tend	  to	  be	  cross-­‐coded	   to	   ‘Demography,’	   whereas	   most	   of	   the	   journals	   cross-­‐coded	   to	   ‘Social	   Work’	   are	   C-­‐ranked,	   perhaps	   indicating	   a	   preference	   for	   quantitative	   over	   qualitative	   approaches	   in	   the	  general	  research	  community.	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the	  more	   recent	   Journal	  of	  Family	  Theory	  and	  Review	   (not	   ranked	  by	   the	  ARC),	  which	   launched	   in	   2009.	   The	   Taylor	   and	   Francis	   Group	   alone	   publish	   at	   least	  thirteen	  peer-­‐reviewed	  journals	  dedicated	  to	  family	  research,	  including	  a	  Journal	  
of	   Feminist	   Family	   Therapy	   (C-­‐ranked,	   Social	   Work	   and	   Psychology),	   and	   a	  
Journal	  of	  GLBT	  Family	  Studies	  (C-­‐ranked,	  Psychology).	  The	  existence	  of	  feminist	  and	  gay,	   lesbian,	  bisexual	  and	   transgender	  oriented	   journals	   indicates	   that	   this	  research	   field	   now	   accommodates	   a	   wide	   range	   of	   critical	   interests	   and	  perspectives.	  A	   sub-­‐field	   exists	   for	   divorce	   and	   remarriage	   with	   numerous	   journals	  dedicated	   specifically	   to	   this	   topic.	   A	   lot	   can	   be	   learned	   about	   this	   field	   of	  research	  from	  the	  details	  of	   these	  publications.	  Take	  for	  example	  the	   Journal	  of	  
Divorce	   and	   Remarriage	   (C-­‐ranked,	   Psychology),	   which	   is	   published	   by	   Taylor	  and	   Francis	   under	   the	   auspices	   of	   the	   American	   Association	   of	   Sexuality	  Educators,	   Counsellors,	   and	   Therapists,	   along	   with	   the	   Marriage	   and	   Family	  
Review	   (B-­‐ranked,	   Demography).	   These	   journals	   are	   both	   cross-­‐listed	   on	   the	  Taylor	   and	   Francis	   website	   under	   the	   subject	   classifications	   ‘Behavioural	  Sciences,’	  ‘Marriage,	  Family	  and	  Sex	  Therapy’	  and	  ‘Mental	  Health,’	  indicating	  that	  the	   presumed	   audience	   for	   these	   journals	   includes	   practitioners	   as	   well	   as	  researchers.	  The	  low	  ARC	  rankings	  assigned	  to	  these	  journals	  might	  suggest	  that	  they	  circulate	  primarily	  amongst	  practitioners,	  a	  supposition	  given	  weight	  when	  the	   content	   of	   these	   journals	   is	   considered	   more	   closely.	   The	   majority	   of	  abstracts	  in	  the	  Journal	  of	  Divorce	  and	  Remarriage,	  for	  instance,	  conclude	  with	  a	  sentence	   indicating	   how	   the	   findings	   are	   useful	   for	   therapists	   and	   other	  counselling	  professionals	  working	  with	  families.	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Within	  this	  field	  of	  research,	  families	  are	  variously	  described	  as	  ‘broken,’	  ‘blended,’	  ‘separated’	  and	  ‘divorced.’	  The	  term	  ‘blended’	  belongs	  to	  a	  tradition	  of	  progressive	   thinking	  about	   family	   formations	   that	   is	  now	  exemplified	  by	  queer	  research	   into	   ‘families	   of	   choice’	   by	   theorists	   such	   as	  Kath	  Weston	   (1997)	   and	  Jeffrey	  Weeks	  (2001).	  In	  a	  similarly	  non-­‐prescriptive	  sense	  the	  term	  ‘separated’	  acknowledges	  that	  not	  all	  separating	  couples	  or	  parents	  are	  married	  and	  even	  if	  they	  are	  married	  they	  may	  not	  immediately	  (or	  ever)	  file	  for	  divorce.	  The	  word	  ‘divorced,’	   then,	   is	   perhaps	   not	   the	   most	   accurate	   or	   appropriate	   term	   for	  describing	   families	   who	   are	   excluded	   or	   distanced	   from	   the	   conventional	  definition	  and	  practice	  of	  marriage.	  Yet,	  in	  the	  therapeutic	  literature	  families	  are	  often	   referred	   to	   in	   ways	   that	   blur	   the	   distinctions	   between	   legal	   separation,	  estrangement	   and	   absence.	   Despite	   the	   presence	   of	   more	   nuanced	  understandings	   of	   family	   within	   the	   larger	   field,	   the	   term	   ‘broken	   families’	  continues	   to	   dominate	   the	   therapeutic	   literature	   reflecting	   the	   emotional	  volatility	  of	  the	  research	  and	  practitioner	  terrain.	  As	  I	  will	  go	  on	  to	  argue,	  articles	  in	  these	  journals,	  although	  sanctioned	  by	  the	  process	  of	  peer-­‐review,	  frequently	  repeat	   social	   anxieties	   about	   fatherlessness	   and	   female	   sexual	   delinquency,	  thereby	   participating	   in	   a	   wider	   discourse	   of	   ‘broken	   families’	   that	   operates	  outside	  the	  scientific	  fields.	  	  When	   I	   initially	   conceived	   this	   research	   project	   I	   had	   no	   intention	   of	  looking	   at	   teen	   film,	   much	   less	   acknowledging	   my	   passion	   for	   fairy-­‐tale	  narratives.	   My	   interest	   was	   solely	   in	   family	   research,	   not	   fictional	   family	  narratives.	   As	   my	   dissertation	   progressed,	   however,	   this	   distinction	   became	  increasingly	  difficult	   to	  maintain.	   I	  began	  by	  tracking	  the	  keywords	  used	   in	   the	  
Journal	  of	  Divorce	  and	  Remarriage.	   I	  hoped	  to	  determine	  patterns	  or	  changes	   in	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the	  terms	  used	  to	  describe	  families	  after	  divorce.	  However,	  this	  method	  proved	  more	   difficult	   than	   I	   had	   anticipated.	   In	   the	   five	   years	   I	   tracked,	   from	  2007	   to	  2011,	   there	   were	   over	   400	   keywords	   used.2	  	   Although	   I	   realised	   it	   was	   not	  feasible	   to	   continue	   this	   line	   of	   investigation,	   the	   process	   nonetheless	   yielded	  some	  interesting	  data.	  The	  frequency	  of	  certain	  keywords	  enabled	  me	  to	  identify	  the	   following	   four	   ways	   in	   which	   the	   journal	   tends	   to	   categorise	   its	   research:	  ‘relationships,’	   ‘adjustment,’	   ‘perceptions	   (including	   stereotypes	   and	  stigmatisation)’	   and	   ‘health	   and	   well-­‐being.’	   Within	   these	   categories,	   sex	   and	  gender	   are	   dealt	   with	   in	   primarily	   corrective	   terms,	   that	   is,	   as	   indicators	   of	  maladjustment	  that	  need	  to	  be	  rectified.	  Sexuality	  only	  appears	  under	  the	  rubric	  of	  sexual	  health,	  typically	  in	  the	  form	  of	  ‘dating,’	  ‘arousal’	  and	  ‘adultery.’	  Gender	  seems	   confined	   to	   sex	   role	   theory,	   suggesting	   an	   unacknowledged	  heteronormative	   focus	   to	   this	   research.	   Additionally,	   both	   sex	   and	   gender	   are	  ‘treated’	   as	   either	   ideal	   or	   deviant,	   as	   are	   post-­‐divorce	   ‘relationships’	   and	  ‘adjustment.’	   For	   my	   purposes	   what	   is	   most	   noticeable	   is	   that	   many	   of	   the	  articles	  target	  their	  interventions	  at	  pubescent	  girls	  who	  are	  considered	  ‘at	  risk’	  and	  whose	  sexual	  health	  is	  taken	  to	  reflect	  overall	  family	  stability.	  	  From	  the	  cursory	  overview	  conducted,	  I	  speculate	  that	  the	  keywords	  used	  in	   the	   Journal	   of	  Divorce	  and	  Remarriage	   presuppose	   definite	   gender	   divisions	  and	   reiterate	   social	   anxieties	   about	   divorce	   and	   paternal	   absence	   or	  estrangement.	   For	   instance,	   the	   keyword	   ‘single-­‐mothers’	   only	   appears	   in	  articles	  relating	  to	  dangers	  or	  risks	  for	  the	  child,	  whereas	  articles	  which	  discuss	  divorce	   as	   liberation—referring	   to	   changes	   in	   lifestyle,	   perceptions	   and	  relationships—use	  the	  keyword	   ‘women’	  not	   ‘mothers.’	   It	   is	   interesting	   to	  note	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  2	  	  See	  Appendix	  A.	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that	   such	   lifestyle	   articles	   do	   not	   appear	  with	   the	   keywords	   ‘men’	   or	   ‘fathers,’	  suggesting	  that	  men’s	   lifestyle,	  perceptions	  and	  relationships	  are	  not	  presumed	  to	  be	  dependent	  on	   the	   family	  unit.	  Yet	  a	   larger	  variety	  of	  keywords	  appear	   in	  relation	   to	   fathers,	   fatherhood,	   and	   father-­‐child	   relations	   than	   for	   mothers,	  suggesting	  an	  uncertainty	  about	  the	  role	  of	  the	  father	  outside	  the	  family	  unit	  that	  traditionally	  provides	  his	   authority.	   In	   contrast,	   the	   term	   ‘mother’	   carries	   such	  immediate	  and	  powerful	  implications	  of	  active	  parenting	  and	  socially	  recognised	  gender	  role	  that	  meaning	  is	  sustained	  regardless	  of	  the	  ambiguity	  of	  the	  family	  unit.	   In	   a	   socially	   symbolic	   sense,	   then,	   the	   term	   ‘father’	   is	   dependent	   on	   the	  family	  in	  a	  way	  that	  the	  term	  ‘mother’	  is	  not.	  These	  observations	  are	  consistent	  with	  my	  previous	  research	  into	  the	  emasculation	  of	  divorced	  dads,	  which	  found	  men’s	  identities	  to	  be	  contingent	  on	  marriage	  and	  family,	  not	  only	  as	  important	  rites	  of	  passage	  but	  also	  because	  wives	  tend	  to	  mediate	  men’s	  relationships	  both	  with	   their	  children	  and	  their	  wider	  social	  worlds	  (Ewen,	  2009).3	  	  This	  dynamic	  was	   reiterated	   in	   the	   results	   of	   my	   keyword	   search	   where	   numerous	   articles	  associate	   father	   estrangement	   with	   detriment	   to	   both	   father	   and	   child,	  suggesting	  that	  the	  father	  is	  just	  as	  dependent	  on	  the	  family	  as	  the	  child.	  Overall,	  the	   configuration	   of	   these	   keywords	   suggests	   that	   within	   this	   particular	  discourse	   on	  marriage	   and	   divorce,	   the	   role	   of	   the	   father	   becomes	   difficult	   to	  define	  after	  divorce	  or	  separation.	  	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  3	  	  This	  study	  engaged	  with	  the	  social	  science	  literature	  relating	  to	  men,	  marriage	  and	  divorce,	  but	  more	   importantly	   involved	   face-­‐to-­‐face	   interviews	   with	   three	   men	   from	   the	   Sydney-­‐based	  divorced	  fathers’	  group	  ‘Dads	  in	  Distress.’	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Fathers	  and	  Daughters	  in	  the	  Therapeutic	  Research	  	  To	   further	   this	   investigation	   into	   broken	   family	   discourse	   in	   the	   therapeutic	  literature,	  I	  now	  turn	  to	  a	  close-­‐reading	  of	  the	  discursive	  operations	  in	  ‘Divorced	  Fathers	  and	  Their	  Daughters:	  	  A	  Review	  of	  Recent	  Research’	  by	  Linda	  Nielsen,	  an	  article	  published	  in	  the	   Journal	  of	  Divorce	  and	  Remarriage	   in	  2011.	   It	  should	  be	  acknowledged	  from	  the	  outset	  that	  the	  period	  of	  research	  that	  Nielsen	  reviews,	  1996	   to	   2009,	   roughly	   corresponds	   with	   the	   period	   of	   my	   own	   adolescence	  which	   in	   some	   ways	   positions	   me	   the	   subject	   of	   its	   research	   and	   one	   of	   the	  targets	  of	   its	  therapeutic	  knowledge.4	  As	  a	  review	  article	  this	  piece	  provides	  an	  expert	   overview	  of	   a	   field	   that	   I	   can	   only	   claim	  partial	   acquaintance	  with.	   The	  article	  conveys	  what	  seem	  to	  be	  socially	  and	  critically	  accepted	  truths	  about	  the	  position	   of	   fathers	   in	   relation	   to	   the	   legal	   and	   social	   experience	   of	   separation	  through	   statements	   that	   appear	   to	   require	   no	   further	   evidence	   or	   discussion.	  Nielsen	   states,	   for	   instance,	   that	   ‘the	   legal	   system	   often	   works	   against	   fathers	  who	  want	   to	  share	   the	  parenting’	   (82),	  and	   ‘[many	   fathers]	  cannot	   tolerate	   the	  grief	   of	   being	   virtually	   cut	   out	   of	   their	   children’s	   lives’	   (83).	   This	   rhetoric	  establishes	   sympathetic	   identification	   with	   ‘what	   most	   fathers	   endure	   after	  divorce’	   (83)	   and	   presents	   fathers	   as	   victims	   of	   a	   system	   that	   denies	   them	  ongoing	   relations	   with	   their	   children,	   leaving	   them	   in	   a	   place	   of	   ‘intolerable’	  grief.	  	   	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  4	  	   Although	  the	  majority	  of	  the	  studies	  Nielsen	  reviews	  are	  conducted	  in	  America,	  many	  of	  the	  journals	  are	  published	   internationally,	  with	   their	   findings	   feeding	   into	  research,	   counselling	  and	  policy	  practices	  as	  well	  as	  popular	  discourses	  in	  Australia	  and	  other	  countries	  worldwide.	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  Highly	   emotive	   language	   appears	   throughout	   the	   article,	   as	   in	   the	  following	  passage:	  	  	  	   Many	  daughters	  might	  not	  be	  aware	  of	  how	  distressed	  and	  heartbroken	  most	   fathers	   are	   because	   they	   are	   allotted	   so	   little	   time	   with	   their	  children	  after	  the	  divorce.	  Fathers	  who	  do	  not	  get	  to	  see	  their	  kids	  often	  become	   stressed	   and	   depressed	   (Baily	   &	   Zvonkovic,	   2006;	   Hallman	   &	  Deinhart,	  2007;	  Hilton	  &	  Frye,	  2004).	  (83)	  	  Nielsen	   adopts	   generalised	  word	   choice	   such	   as	   ‘many’	   and	   ‘most,’	   ‘might’	   and	  ‘often.’	   To	   strengthen	   her	   point,	   she	   quotes	   two	   studies	   from	   the	   Journal	   of	  
Divorce	   and	   Remarriage,	   titled	   ‘Parenting	   after	   divorce’	   (2006)	   and	  ‘Psychological	  adjustment	  among	  divorced	  custodial	  parents’	  (2004),	  plus	  a	  third	  study	  titled	   ‘Father’s	  experiences	  after	  separation	  and	  divorce’	  (2007)	  from	  the	  journal	  Fathering.5	  	  Despite	  the	  purported	  objectivity	  of	  the	  observations	  drawn	  from	  these	  studies,	  Nielsen’s	  language	  actively	  seeks	  sympathy	  for	  fathers.	  While	  the	  words	  ‘stressed’	  and	  ‘depressed’	  are	  fairly	  standard	  medical	  descriptors,	  the	  term	   ‘heartbroken’	   derives	   from	   an	   entirely	   different	   discourse	   that	   wants	   to	  emotionally	   legitimate	   men’s	   feelings	   of	   social	   disenfranchisement	   from	   the	  family.	  Moreover,	  the	  above	  passage	  reproaches	  daughters	  for	  failing	  to	  intuit	  or	  resolve	   this	   paternal	   distress.	   The	   emotive	   rhetoric	   appeals	   to	   daughters	   as	  saviours	  who,	  if	  sufficiently	  ‘aware,’	  can	  resolve	  familial	  disagreements	  by	  giving	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  5	  	   I	   include	   Nielsen’s	   in-­‐text	   citations	   throughout	   my	   discussion	   to	   indicate	   the	   discursive	  formations	   and	   scholarly	   processes	   apparent	   in	   her	   article.	   I	   have	   not	   referred	   to	   these	  studies	  myself.	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their	   fathers	   more	   attention.	   In	   doing	   so,	   this	   discourse	   interpellates	   young	  women	  and	  girls	  into	  nurturing	  and	  supportive	  roles	  for	  their	  fathers.	  Within	  Neilson’s	   account	   of	   the	   field,	   fathers	   are	   frequently	   depicted	   as	  victims	  of	  their	  former	  partner’s	  ‘bad’	  mothering.	  The	  key	  argument	  presented	  is	  that	   mothers	   over-­‐share	   ‘damaging’	   information	   about	   fathers	   with	   their	  children	  and	  others.	  For	  instance:	  	   Divorced	   mothers	   tend	   to	   be	   more	   emotionally	   dependent	   on	   their	  daughters	   than	   on	   their	   sons	   and	   disclose	   more	   information	   that	  damages	  the	  father-­‐daughter	  relationship.	  (81)	  	   Carried	   to	   the	   extreme	   after	   a	   divorce,	   the	  mother’s	   behaviour	   causes	  some	   children	   to	   reject	   their	   father	   altogether	   (Baker,	   2007;	   Clawar,	  2003;	  Warshak,	  2010).	  (82)	  	   Divorced	  women	   tend	   to	   hold	   grudges	   longer	   than	   their	   ex-­‐husbands,	  refusing	   to	   forgive	   and	   let	   go	   of	   the	   past	   so	   that	   they	   can	   co-­‐parent	  (Bonach	  et	  al.,	  2005;	  Hilton	  &	  Frye,	  2004).	  (84)	  	   Women	  are	  also	  more	   likely	   than	  men	  to	  get	  stuck	   in	  negative	   feelings	  and	  to	  brood.	  (84)	  	   Too	  many	  mothers	  also	  believe	   that	  women	  are	  so	  superior	   to	  men	  as	  parents	  that	  their	  children	  do	  not	  need	  and	  will	  not	  benefit	  from	  shared	  parenting.	  (84)	  	  	  
12	  	  
A	  divorced	  mother	  can	  brainwash	  her	  daughter	   into	  believing	   that	  her	  father	   sexually	   abused	  her	   as	   a	   young	   child,	  when	  no	   such	   abuse	   ever	  occurred	  (Ceci	  &	  Bruck,	  1999).	  (84)	  	  Despite	  the	  presence	  of	  in-­‐text	  references,	  it	  is	  difficult	  to	  imagine	  how	  the	  above	  conclusions	  could	  be	  drawn	  from	  statistical	  or	  qualitative	  analysis.	  It	  is	  unlikely	  that	  even	  a	  third	  party	  with	  access	  to	  the	  opinions	  of	  all	  family	  members	  would	  be	   able	   to	   gain	   an	   objective	   idea	   of	   which	   parent,	   in	   any	   given	   situation,	   was	  ‘more	  likely	  to	  get	  stuck	  in	  negative	  feelings	  and	  to	  brood,’	  or	  who,	  at	  any	  given	  time,	  believes,	   rightly	  or	  wrongly,	   that	   they	  are	   the	  better	  parent.	  Additionally,	  these	  arguments	  recall	  negative	  stereotypes	  that	  characterise	  women’s	  speech	  as	  excessive,	  silly	  and	  irrelevant,	  or	  even	  malign.	  In	  doing	  so	  these	  claims	  reiterate	  established	  and	  historically	  determined	  forms	  of	  cultural	  misogyny.	  	  	   A	  number	  of	  studies	  cited	  in	  the	  review	  establish	  the	  mother	  as	  having	  a	  key	   role	   in	   informing	   children	   of	   the	   circumstances	   around	   separation	   and	  divorce.	   These	   include	   the	   provocatively	   titled	   Children	   Held	   Hostage	   (2003)	  from	   the	   American	   Bar	   Association,	   Adult	   Children	   of	   Parental	   Alienation	  
Syndrome	   (Baker	   2007)	   and	   Divorce	   Poison	   (Warshak	   2010).	   The	   attention-­‐getting	  word	   choice	   of	   these	   titles	   suggests	   that	   this	   highly	   emotional	   rhetoric	  extends	  beyond	  Nielsen’s	  review	  and	  into	  the	  research	  field	  more	  generally.	  The	  divorced	  mother,	  no	  longer	  tied	  to	  the	  traditional	  family	  unit,	  cannot	  be	  relied	  on	  to	  support	  and	  validate	  the	  father’s	  identity.	  This	  renders	  questionable	  whatever	  influence	   she	   has	   over	   her	   children.	   The	   combination	   of	   these	   arguments	  simultaneously	  acknowledges	  and	  denies	  the	  importance	  of	  mothers’	  roles	  in	  the	  production	   of	   children’s	   knowledge.	   The	   discourse	   of	   broken	   families	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interpellates	  mothers	   as	   villains	  who	   displace	   paternal	   authority	   by	   dissolving	  the	  traditional	  family	  unit.	  	   Nielsen’s	  account	  of	  the	  field	  also	  seems	  to	  participate	  in	  a	  vernacular	  of	  broken	   families	   that	  might	  be	  expected	   in	  participant	   responses	  but	  have	  here	  migrated	  to	  the	  analytic	  framework.	  For	  instance,	  Nielsen	  writes:	  	  	   Most	  parents	  wish	  they	  could	  spend	  more	  time	  with	  their	  kids	  and	  feel	  stressed	   trying	   to	   balance	   work	   and	   family;	   very	   few	   dads	   are	   lazy	  slackers	   who	   selfishly	   dump	   all	   of	   the	   child	   care	   on	   their	   exhausted	  wives	  (Amato	  &	  Booth,	  2006;	  Bianchi,	  Robinson	  &	  Milkie,	  2006).	  (82)	  	  Note	   the	   inflammatory	   and	   colloquial	   language	   of	   ‘selfishly	   dump’	   and	   ‘lazy	  slackers’	  as	  well	  as	  the	  generalisation	  ‘most	  parents.’	  Although	  these	  comments	  are	  framed	  as	  negations	  (that	  is,	  they	  deny	  the	  image	  they	  nonetheless	  paint	  as	  a	  distortion	  of	  fact),	  the	  use	  of	  these	  words	  and	  phrases	  reproduce	  social	  fears	  and	  anxieties	   about	   changing	   family	   structures.	   This	   structure	   of	   disavowal	  preserves	  the	  very	  myths	  it	  attempts	  to	  deny,	  perpetuating	  popular	  anxieties	  on	  broken	  families.	  	   This	  double-­‐edged	  discourse	  that	  paints	  fathers	  as	  victims	  and	  mothers	  as	  villains	   is	   strongly	   invested	   in	   the	   health	   and	  well-­‐being	   of	   young	  women	   and	  girls.	  This	  is	  clear	  from	  the	  first	  sentence	  of	  Nielsen’s	  article,	  which	  states:	  	   Most	  daughters	  pay	  an	  ongoing	  price	  for	  their	  parents’	  divorce	  because	  they	   receive	   too	   little	   –	   or	  no	   –	   fathering	   after	   their	   parents’	  marriage	  ends.	  (77)	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  Nielsen	  goes	  on	  to	  say	  that	  these	   ‘damaged’	  young	  women	  and	  girls	  experience	  the	  full	  gamut	  of	  life	  problems:	  	   These	   “underfathered”	   daughters	   are	   more	   apt	   to	   make	   bad	   grades,	  drop	  out	  of	  high	  school,	   and	  never	  make	   it	   through	  college	   (Chadwick,	  2002;	   Krohn	   &	   Bogan,	   2001;	   Menning,	   2006).	   They	   engage	   in	   more	  antisocial	  behaviour	  and	  are	  more	  likely	  to	  be	  arrested	  for	  breaking	  the	  law	  (Coley	  &	  Madeiros,	  2007;	  Harper	  &	  McLanahan,	  2004).	  With	  more	  self-­‐image	   problems	   (Dunlop,	   Burns	  &	  Berminghan,	   2001),	   they	   abuse	  drugs	   and	   alcohol	   more	   often,	   even	   when	   they	   do	   not	   live	   in	   poor	  communities	   (Hoffman,	   2002;	   Lerner,	   2004).	   As	   teenagers	   and	   young	  adults,	  they	  have	  more	  emotional	  and	  psychological	  problems.	  (78)	  	  And	  so	  on.	  I	  deliberately	  include	  Nielsen’s	  in-­‐text	  citations	  to	  indicate	  the	  wealth	  of	   research	   focusing	   on	   deviant	   or	   troubled	   young	   women.	   Yet,	   as	   Elizabeth	  Seaton	  (2005)	  elsewhere	  argues,	  rather	  than	  representing	  strict	  biological	  facts	  or	   direct	   causal	   relationships,	   findings	   about	   the	   behaviour	   of	   pubescent	   girls	  tend	  to	  reflect	  complex	  social	  fears	  and	  anxieties	  in	  regard	  to	  more	  general	  social	  changes.	  Although	   the	   intense	  regulation,	  management	  and	  control	  of	  women’s	  ‘proper’	   social	   and	   sexual	   development	   is	   nothing	   new,	   Anita	   Harris	   (2004)	  similarly	  argues	   that	  young	  women	  are	  now	  being	  conceived	  of	  as	   the	  key	  to	  a	  collective	   social	   and	   economic	   future.	   As	   a	   result	   girls	   are	   expected	   to	   take	  charge	   of	   their	   lives	   and	   achieve	   their	   goals	   since	   the	   future	   success	   of	  wider	  society	  is	  thought	  to	  depend	  on	  it.	  Failure	  to	  do	  so,	  however,	  is	  not	  acknowledged	  as	  a	  wider	  social	  problem	  but	  is	  dismissed	  as	  an	  aberration	  and	  put	  down	  to	  bad	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personal	   choices.	   As	   I	   will	   argue,	   the	   key	   concern	   in	   Nielsen’s	   review	   is	   not	  actually	  the	  health	  and	  well-­‐being	  of	  girls	  but	  rather	  the	  desire	  to	  maintain	  the	  traditional	   family,	   as	   if	   this	   model,	   which	   confers	   authority	   on	   the	   father,	  automatically	  secures	  universal	  health	  and	  well-­‐being.	  	  In	  Nielsen’s	  review,	  teenage	  pregnancy	  functions	  as	  the	  ultimate	  ‘damage’	  caused	  by	  father	  absence	  and	  estrangement	  in	  separated	  families	  (although	  it	  is	  mothers,	  not	  fathers,	  who	  are	  blamed	  for	  this	  absence).	  Nielsen	  writes	  that	  girls	  from	  non-­‐traditional	  families	  are	  ‘more	  likely	  to	  have	  babies	  out	  of	  wedlock,	  have	  sex	   at	   an	   early	   age,	   and	   be	   sexually	   promiscuous’	   (77).	   The	   sexual	   freedom	  of	  girls	  and	  the	  possibility	  of	  teen	  pregnancy	  threaten	  the	  traditional	  reproduction	  of	  family.	  Yet	  in	  Nielsen’s	  article	  it	  is	  girls	  themselves	  who	  are	  seen	  to	  be	  ‘at	  risk.’	  In	  this	  context,	  the	  words	  ‘damage,’	  damaged’	  or	  ‘damages’	  appear	  sixteen	  times	  throughout	   the	   article.	   However	   this	   emphasis	   on	   the	   sexual	   vulnerability	   of	  young	   girls	  masks	   a	   different	   order	   of	   problem.	   Nancy	   Lesko,	   in	   her	   book	  Act	  
Your	   Age!	   A	   Cultural	   Construction	   of	   Adolescence	   (2001),	   argues	   that	   teen	  mothers	  disrupt	  the	  linear	  progression	  of	  time,	  making	  it	  difficult	  to	  distinguish	  childhood	   from	   adulthood	   and	   thus	   creating	   a	   profound	   anxiety	   about	   the	  orderliness	  of	  youth	  and	  the	  correct	  ways	  to	  grow	  up.	  As	  Harris	  notes,	  these	  ‘‘out	  of	  time’	  acts	  by	  girls	  must	  be	  worried	  over	  and	  punished	  because	  they	  stand	  in	  for	  broader	  fears	  about	  flux,	  insecurity,	  social	  disorder,	  and	  the	  breakdown	  of	  the	  teleological	   project’	   (Harris,	   2005:	   215).	   In	   addition,	   Frances	   Gateward	   and	  Murray	  Pomerance	  argue	   that	   the	  girl	   ‘is	   the	  most	  profound	  site	  of	  patriarchal	  investment,	  her	  unconstrained	   freedom	  representing	   the	  most	   fearsome	   threat	  to	  male	  control’	  (Gateward	  and	  Pomerance,	  2002:	  13).	  Whether	  or	  not	  they	  are	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‘at	   risk’	   of	   teen	  pregnancy,	   girls	   acting	  outside	  of	   the	  patriarchal	   structure	  and	  rules	  of	  family	  life	  threaten	  to	  produce	  different	  futures	  and	  different	  identities.6	  In	   this	   context,	   normative	   femininity	   continues	   to	   be	   determined	   by	  heterosexuality.	  Although	  they	  are	  sexually	  disciplined	  in	  relation	  to	  the	  threat	  of	  teen	  pregnancy,	   it	   is	  expected	  that	   ‘normal’	  girls	  do	  eventually	  marry	  and	  have	  children	  (Innes	  1998).	  As	  evidenced	  by	  Nielsen’s	  review	  article,	  ideal	  daughters	  are	   implicitly	   positioned	   as	  more	   trusting,	  more	   secure,	   and	  more	   satisfied	   in	  their	   relationships	   with	   men.	   ‘Healthy’	   and	   ‘normal’	   relationships	   are	   thus	  equated	  with	  heterosexual	  outcomes.	  The	  studies	  collated	  by	  Nielsen	  claim	  that:	  	   In	   college	   these	   daughters	   tend	   to	   have	   more	   trouble	   trusting	   and	  creating	   emotional	   intimacy	  with	  men	   (Harvey	  &	  Fine,	   2004;	  Kilmann,	  2006).	  They	  do	  not	  communicate	  as	  well	  with	  their	  boyfriends	  and	  they	  often	  fear	  emotional	  intimacy	  (Morris	  &	  West,	  2001;	  Mullet	  &	  Stolberg,	  2002).	  (78)	  	  Note	  the	  insistent	  reference	  to	  young	  women	  and	  girls	  as	  ‘daughters.’	  This	  places	  the	   emphasis	   on	   their	   roles	   within	   the	   family,	   both	   as	   wards	   in	   need	   of	  protection	   and	   also	   as	   future	   mothers.	   Theorists	   such	   as	   Robert	   Goss	   (1997)	  have	  critiqued	  this	  heteronormative	  focus,	  arguing	  that	  contemporary	  American	  understanding	  of	  marriage	  and	  family	  privileges	  Christian	   ideals	  of	  procreation	  and	   the	   reproductive	   couple.	   Goss	   argues	   that	   this	   narrow	   and	   exclusive	  definition	   marginalises	   single	   parents,	   divorced	   and	   remarried	   persons,	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  6	  	  Also	   see	  Walkerdine,	   Lucey	   and	  Melody’s	   (2001)	   study	   of	  middle	   and	  working	   class	   girls	   in	  Britain,	   which	   found	   middle	   class	   girls	   regulate	   their	   sexuality	   in	   favour	   of	   academic	  achievements	  and	  professional	  careers	  at	  the	  expense	  of	  their	  self-­‐image	  as	  women.	  	  
17	  	  
extended	  families,	  ethnic	  families,	  and	  all	  other	  families	  of	  choice.	  It	  also	  excludes	  stepparents,	   couples	   without	   children,	   and	   parents	   with	   adopted	   or	   foster	  children.	   At	   the	   same	   time,	   this	   model	   of	   marriage	   and	   family	   depends	   on	   a	  history	   of	   patriarchal	   property	   arrangements,	   where	   children	   and	  wives	  were	  considered	  the	  legal	  property	  of	  fathers	  as	  a	  way	  of	  preserving	  and	  maintaining	  bloodlines,	  loyalties	  and	  estates.	  	  Broken	  family	  discourse	  attempts	  to	  preserve	  the	  heteronormative	  family	  by	  positioning	  the	  ideal	  ‘daughter’	  as	  a	  future	  sexual	  subject	  with	  the	  potential	  to	  reinstate	   the	  heteronormative	   family,	   and	  more	  particularly,	   restore	   the	   father	  who	  has	  been	  displaced	  from	  his	  position	  of	  authority	  at	  the	  head	  of	  this	  family.	  In	   the	  meantime,	   however,	   before	   this	   heterosexual	   future	   is	   secured,	   the	  pre-­‐sexual	   girl	   is	   meant	   to	   act	   as	   the	   salvific	   mediator	   between	   her	   estranged	  parents,	  restoring	  emotional	   integrity	  to	  the	  family	  unit	  while	  at	  the	  same	  time	  being	  positioned	  as	  the	  passive	  and	  vulnerable	  victim	  of	  the	  broken	  family.	  	  In	   reviewing	   the	   therapeutic	   field,	   Nielsen	   repeatedly	   positions	   young	  women	  and	  girls	   as	   ignorant	  and	   lacking	  awareness:	   ‘what	   the	  daughter	  might	  not	   realize’	   (82),	   ‘the	   daughter	   also	   might	   not	   realize’	   (82),	   ‘many	   daughters	  might	  not	  be	  aware’	  (83),	  and	  ‘perhaps	  if	  daughters	  had	  a	  better	  understanding’	  (84).	   These	   claims	   actively	   call	   for	   the	   re-­‐education,	   or	   disciplining	   in	   a	  Foucauldian	  sense,	  of	  young	  women	  and	  girls	  into	  appropriate	  gender	  and	  family	  roles.	  The	  expectation	  is	  that	  girls’	  desires	  should	  be	  subjugated	  to	  the	  desires	  of	  parents	  and,	  most	  particularly,	  the	  father’s	  desire,	  which	  the	  daughter	  is	  charged	  with	  releasing	  from	  the	  assumed	  control	  of	  the	  mother.	  	  In	   Nielsen’s	   review	   both	   children	   and	   fathers	   are	   positioned	   as	   passive	  and	   innocent	   victims	   of	   manipulative	   mothers.	   Yet	   if	   the	   mother	   is	   solely	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responsible	   for	   shaping	   the	  children’s	  views	  of	   the	   father,	   as	  Nielsen	  contends,	  this	  not	  only	  denies	  the	  father’s	  agency	  in	  shaping	  his	  children’s	  views	  of	  him	  but	  also	  undermines	  the	  critical	  capacity	  of	  children	  to	  make	  their	  own	  judgements	  about	   their	   parents.	   Similarly,	   there	   is	   no	   mention	   of	   the	   potentially	   positive	  aspects	  of	   changing	   family	   structures	   such	  as	   those	   imagined	  by	   Jeffrey	  Weeks	  (2001)	  and	  other	  feminist	  and	  queer	  critics	  of	  normative	  families.	  Weeks	  argues	  that	   re-­‐imagining	   the	   family	   as	   a	   self-­‐determined	   community	   might	   allow	   a	  wider	   variety	   of	   intimacy	   formations	   and	   more	   complex	   kinship	   structures	  outside	  conventional	  and	  non-­‐elective	  modes	  of	  family.	  	  To	  the	  contrary,	  Nielsen’s	  conclusion	  explicitly	  calls	  for	  the	  removal	  of	  the	  daughter’s	  agency	  in	  regard	  to	  her	  desire:	  	   What	  if	  a	  daughter	  wants	  to	  live	  exclusively	  with	  her	  mom	  and	  does	  not	  want	  to	  spend	  much	  time	  with	  her	  dad?	  Shouldn’t	  the	  family	  respect	  her	  wishes?	   As	   kind-­‐hearted	   as	   this	   sounds,	   giving	   children	   this	   kind	   of	  power	  and	  responsibility	  is	  not	  in	  their	  best	  interests	  when	  both	  parents	  are	  competent	  and	  loving.	  .	  .	  .	  We	  should	  not	  “let	  the	  tail	  wag	  the	  dog”	  by	  allowing	   daughters	   to	  make	   the	   final	   decisions	   about	   how	  much	   time	  they	  want	  to	  spend	  with	  their	  fathers.	  (87)	  	  The	   change	   in	   tone	   in	   the	   above	   passage	   is	   compelling.	   Though	   it	   begins	   in	  speculative	  terrain	  with	  the	  repeated	  use	  of	  interrogatives,	  Nielsen	  strategically	  shifts	  to	  the	  first	  person	  plural	  with	  a	  collective	  statement	  (‘we	  should	  not’)	  that	  interpellates	  the	  reader	  into	  complicity	  with	  this	  social	  and	  sexual	  mission.	  The	  note	   of	   consensus	   on	   which	   the	   paragraph	   ends	   reiterates	   the	   problem	   of	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creating	   an	   objective	   argument	   about	   familial	   relationships,	   particularly	   in	   the	  therapeutic	  field.	  	  	   Despite	   the	   supposedly	   objective	   use	   of	   language	   and	   scientific	  methodology,	  Nielsen	  seems	  less	  than	  neutral	  in	  her	  defence	  of	  father-­‐daughter	  intimacy.	   She	  uncritically	   reproduces	  gender	  binaries	  and	  negative	   stereotypes	  of	  women	  and	  mothers,	  and	  positions	  the	  child	  as	  completely	  vulnerable	  to	  the	  parents’	   actions.	   The	   research	   she	   reviews	   actively	   seeks	   to	   ameliorate	   the	  disenfranchisement	   of	   the	   father	   from	   the	   family.	   At	   the	   same	   time	   it	  disempowers	   young	   women	   and	   girls,	   positioning	   them	   as	   ‘at	   risk’	   and	  pathologises	   any	   behaviour	   that	   threatens	   normative	   family	   roles	   and	  expectations.	   I	   make	   these	   observations,	   not	   in	   order	   to	   critique	   Nielsen’s	  objectivity,	  but	  to	  suggest	  the	  ongoing	  difficulties	  and	  complexities	  of	  producing	  a	   neutral	   account	   of	   the	   family,	   particularly	   when	   it	   concerns	   female	   sexual	  development.	  My	  goal	  is	  not	  to	  adjudicate	  the	  social	  and	  scientific	  methodologies	  that	   structure	   critical	   approaches	   to	   the	   family	   but	   rather	   to	   point	   out	   that	  ‘broken	   family’	   discourse	   is	   such	   volatile	   territory	   that	   it	   cannot	   help	   but	  produce	   contradictory	   accounts	   of	   affective	   intimacies	   between	   fathers	   and	  daughters.	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Fairy-­‐tales	  and	  Fantasies	  of	  Empowerment	  in	  Teen	  Film	  	  	  In	  order	  to	  counter	  the	  limitations	  I	  have	  identified	  in	  the	  therapeutic	  research,	  I	  turn	   to	   popular	   films	   that	   address	   broken	   family	   narratives	  within	   a	   fairy-­‐tale	  template.	  The	  films	  I	  look	  at	  span	  from	  1995	  to	  2007	  and	  thus	  correspond	  with	  the	  time	  period	  of	  the	  research	  Nielsen	  reviews	  as	  well	  as	  my	  own	  adolescence.	  Given	   the	   cultural	  prevalence	  of	   separated	   families,	   at	   least	   some	  of	   the	  young	  female	  viewers	  drawn	  to	  these	  films	  would	  be	  considered	  ‘at	  risk’	  by	  Nielsen	  and	  her	  colleagues.	  Following	  Catherine	  Driscoll’s	  (2011)	  work	  on	  teen	  film,	  I	  take	  a	  discursive	   rather	   than	   aesthetic	   approach	   to	   the	   genre,	   emphasising	   the	  depiction	  of	  familial	  relationships	  and	  female	  adolescence	  rather	  than	  questions	  of	  film	  style.	  As	  a	  genre	  preoccupied	  with	  the	  difficulty	  as	  well	  as	  the	  importance	  of	   borders—between	   maturity	   and	   immaturity,	   childhood	   and	   adulthood,	  dependence	   and	   independence—teen	   films	   offer	   an	   excellent	   register	   for	  exploring	   the	   tensions	   around	   gender	   identity	   and	   sexual	   maturity	   that	  underscore	   father-­‐daughter	   relationships	   in	   broken	   family	   discourse.	   In	  particular,	   I	   am	   interested	   in	   teen	   film	   as	   an	   alternative	   to	   the	   way	   that	   the	  therapeutic	   discourse	   produces	   the	   child,	   specifically	   the	   daughter,	   as	   entirely	  passive	  and	  vulnerable	  to	  the	  devolution	  and	  reformation	  of	  adult	  intimacies.	  In	  the	  therapeutic	  register	  the	  daughter	  functions	  as	  both	  the	  vulnerable	  subject	  of	  a	  broken	  family	  and	  the	  only	  person	  who	  can	  resolve	  its	  tensions.	  This	  reflects	  an	  interest	  in	  regulating,	  but	  also	  idolising,	  female	  adolescent	  sexuality	  as	  the	  locus	  of	   family	  stability.	  By	  turning	  to	  teen	  film	  I	  hope	  to	  provide	  a	  different	  register	  for	  exploring	  and	  understanding	  these	  complex	  attitudes	  to	  sexuality	  and	  family	  relations,	  one	  that	  might	  allow	  the	  daughter	  some	  degree	  of	  agency.	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I	  am	  also	  interested	  in	  the	  way	  that	  the	  narrative	  of	  broken	  families	  seems	  to	   rupture	   and	   displace	   the	   generic	   conventions	   of	   teen	   film	   in	   quite	   specific	  ways.	  As	  Driscoll	  writes,	  teen	  films	  are	  reparative	  narratives:	  they	  bring	  together	  contradictory	   ideologies	   such	   as	  outsider	   and	  mainstream	   (Driscoll,	   2011:	  48).	  However,	   in	   teen	   films	   that	   encounter	   the	   discourse	   of	   broken	   families,	   the	  ideological	   conflict	   is	   shifted	   onto	   the	   parent	   generation	   rather	   than	   occurring	  between	  parent	   and	   teenager,	   or	  between	   teen	   characters	   themselves.	  Yet	   it	   is	  important	  to	  note,	  as	  Driscoll	  does,	  that	  this	  ideological	  conflict	  is	  not	  only	  a	  way	  of	   creating	   narrative	   tension:	   it	   reflects	   wider	   cultural	   debates,	   in	   this	   case,	  debates	   about	   broken	   families.	   In	   the	   film	   I	   am	   looking	   at,	  What	  A	  Girl	  Wants	  (2003)	  starring	  Amanda	  Bynes	  and	  Colin	  Firth,	   the	  opposing	  worlds	  of	  mother	  and	  father	  are	  offered	  as	  equally	  fantastic	  constructions	  of	  rich	  and	  poor,	  British	  and	   American,	   tradition	   and	   liberation.	   Similar	   to	   my	   own	   experience,	   these	  conflicting	  parental	  worlds	   seem	   to	  exist	  not	   so	  much	   for	   their	  own	  sake	  as	   to	  counter	   one	   another.	   However,	   in	   teen	   film	   such	   oppositions	   offer	   a	   space	   in	  which	   to	   negotiate	   social	   concerns	   about	   paternal	   absence	   and	   estrangement,	  and	  also	   the	  different	   approaches	  and	   styles	  of	  parenting	  between	  divorced	  or	  separated	  parents.	  They	  also	  offer	  a	  template	  for	  the	  way	  the	  ‘idealised	  daughter’	  negotiates	  and	  resolves	   these	  conflicts.	  Compared	   to	   the	   therapeutic	   register—which	  can	  only	  address	   the	   ‘broken	   family’	  as	  a	  deviation	   from	  the	   ideal—teen	  film	   allows	   the	   fictional	   negotiation	   and	   re-­‐evaluation	   of	   differently	   gendered	  parenting	   styles,	   lifestyle	   choices	   and	   cultural	   backgrounds.	   As	   I	   hope	   to	  demonstrate,	  the	  sometimes	  banal	  and	  reductive	  forms	  of	  conflict	  offered	  in	  teen	  film	   can	   offer	   a	   template	   for	   the	  wider	   and	  more	   complex	   differences	   that	   are	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negotiated	  everyday	  by	  kids	  like	  me	  who	  find	  themselves	  at	  the	  centre	  of	  broken	  family	  discourse.	  The	  setting	  of	  What	  A	  Girl	  Wants	  ruptures	  the	  conventions	  of	  teen	  film	  in	  so	  far	  as	  it	  is	  not	  set	  in	  the	  schoolyard,	  on	  the	  beach,	  in	  the	  mall	  or	  in	  any	  other	  typical	   setting.	   Nor	   is	   it	   set	   within	   the	   traditional	   family	   home	   of	   Hollywood	  melodrama.	  Rather,	  What	  A	  Girl	  Wants	  splits	  and	  displaces	  the	  very	  idea	  of	  home,	  preferring	   to	   locate	   its	   fictional	   family	   in	   a	   trans-­‐Atlantic	   non-­‐space	   that	  negotiates	   conflicting	   national	   and	   class	   ideologies	   with	   cartoonish	   simplicity	  and	   appeal.	   The	   fantastical	   space	   of	   the	   film	   breaks	   from	   any	   fixed	   spatial	   or	  temporal	  orientation:	  the	  father’s	  country	  manor	  house	  is	  seemingly	  positioned	  in	   the	   middle	   of	   contemporary	   London,7	  and	   the	   debutante	   tradition	   that	   is	  central	  to	  the	  plot	  seems	  to	  belong	  to	  a	  bygone	  era.8	  	  This	  anachronism	  is	  partly	  due	  to	  the	  film’s	  adaptation	  of	  the	  1958	  family	  comedy,	  The	  Reluctant	  Debutante,	  directed	  by	  Vincente	  Minnelli,	  which	  was	  based	  on	  a	  play	  of	   the	  same	  name	  by	  William	   Douglas-­‐Home.	   In	   the	   original	   film	   narrative	   a	   seventeen-­‐year-­‐old	  American	   girl	   (Sandra	   Dee)	   visits	   her	   British	   father	   (Rex	   Harrison)	   in	   London	  where,	  under	  the	   instruction	  of	  her	   father’s	  new	  wife,	  she	  reluctantly	  attends	  a	  number	  of	  parties	  so	  that	  she	  can	  find	  a	  suitable	  husband.9	  	  As	  an	  adaptation	  of	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  7	  	  Daphne	  alights	  from	  a	  double-­‐decker	  bus	  in	  a	  crowded	  city	  street	  yet	  the	  subsequent	  shot	  from	  the	  opposite	  direction	  shows	  the	  Dashwood	  Manor	  far	  back	  from	  the	  street	  beyond	  large	  lawns	  and	  surrounded	  by	  trees.	  	  8	  	  Queen	   Elizabeth	   II	   abolished	   the	   tradition	   in	   1958.	   Subsequent	   attempts	   were	   made	   to	  maintain	   it,	   however,	   the	   withdrawal	   of	   royal	   patronage	   made	   these	   occasions	   increasingly	  insignificant.	  	  9	  	  It	   is	   interesting	   to	   note	   that	   in	   the	   adaptation	   from	   the	   theatre	   to	   the	   screen	   the	   mother’s	  character	   was	   made	   into	   a	   stepmother,	   suggesting	   that	   ‘bad’	   mothers	   are	   not	   acceptable	  viewing	   material	   for	   young,	   possibly	   unsupervised	   audiences.	   The	   last	   section	   of	   Driscoll’s	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this	  fifties	  material	  What	  A	  Girl	  Wants	  is	  necessarily	  engaged	  in	  a	  reflection	  upon	  temporal	  and	  cultural	  differences.	  Yet	  the	  trans-­‐Atlantic	  space	  that	  provides	  the	  backdrop	   in	   both	   these	   films	   suggests	   an	   ongoing	   negotiation	   of	   a	   shared	  transnational	  cultural	  history.	  	  As	  Driscoll	  points	  out,	   teen	  films	  are	  not	   just	  an	  American	  phenomenon.	  Neither	  are	  they	  solely	  engaged	  in	  a	  dialogue	  between	  the	  United	  States	  and	  the	  United	  Kingdom.	  Teen	  films	  are	  produced	  all	  over	  the	  world	  in	  different	  cultures	  and	   are	   also	   engaged	   in	   a	   transnational	   dialogue	   about	   the	   globalisation	   of	  cinema	   and	   youth	   cultures.	   Driscoll	   argues	   that	   because	   of	   this	   American	   teen	  films	  necessarily	  question	  and	  reposition	  America’s	  relation	  to	  the	  world	  and	  to	  a	   global	   youth	   culture.	   In	   a	   paper	   titled,	   ‘Imported	  Girl	   Fighters:	   Ripeness	   and	  Leakage	  in	  Sailor	  Moon’	  (2005),	  Hoi	  Cheu	  argues	  that	  this	  transnational	  exchange	  of	  images	  and	  stories	  mixes	  together	  conflicting	  ideologies,	  resulting	  in	  collisions	  that	  produce	   cultural	   hybridisation.	  However	   the	   trans-­‐Atlantic	  non-­‐space	   that	  provides	  the	  setting	  for	  What	  A	  Girl	  Wants	  negotiates	  something	  more	  engrained	  in	  modern	   democratic	   societies	   than	   the	   contemporary	   hybridisation	   of	   global	  cultures.	   In	   her	   discussion	   of	   Amy	   Heckerling’s	   Clueless	   (1995),	   Gayle	   Wald	  argues	   that	   the	   American	   revival	   of	   eighteenth	   century	   British	   novels	   through	  their	   contemporary	   remakes	   as	   films,	   both	   as	   classics	   and	   contemporary	  appropriations,	   invigorates	   ‘US	  national	  fantasies	  of	  pre-­‐industrial	  England	  as	  a	  site	   of	   authentic	   social	   and	   cultural	   tradition’	   (Wald,	   2002:	   106).	  Wald	   argues	  that	  these	  American	  films	  specifically	  romanticise	  an	  idea	  of	  the	  English	  past	  as	  representing	   ideal	   family	   structures	   and	   relations.	   As	   a	   result,	   these	   films	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  (2011)	  book	  on	  teen	  film	  gives	  a	  fascinating	  explanation	  of	  these	  kinds	  of	  tensions	  in	  relation	  to	  the	  regulation	  of	  teen	  film	  classifications.	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systematically	  and	  collectively	   locate	  the	   family	  not	  only	   in	  a	  trans-­‐Atlantic	  but	  also	  a	  trans-­‐historical	  space	  that	  seems	  to	  detach	  from	  geographic	  and	  temporal	  specificities	  even	  as	  it	  reinforces	  particular	  values	  about	  gender	  and	  generation,	  nation	  and	  citizenship,	  race	  and	  class.10	  	  Recent	   examples	   of	   teen	   films	   that	   reproduce	   this	   trans-­‐Atlantic	   and	  trans-­‐historical	   space	   commonly	   draw	   on	   the	   narrative	   template	   of	   the	   1953	  classic	  Roman	  Holiday	   directed	  by	  William	  Wyler.	  Roman	  Holiday	   stars	  Audrey	  Hepburn	  as	  a	  European	  princess	  who	  escapes	  from	  her	  bodyguards	  and	  falls	  in	  love	   with	   an	   American	   during	   a	   tour	   of	   Rome.	   Adaptations	   of	   this	   narrative	  include:	  The	  Princess	  Diaries	  (2001)	  where	  an	  American	  high	   school	   girl	   (Anne	  Hathaway)	   discovers	   that	   she	   is	   European	   royalty	   and	   is	   trained	   by	   her	   (no	  longer)	  estranged	  grandmother	  (Julie	  Andrews)	  to	  fill	   the	  role	  of	  monarch	  now	  that	  her	  father	  is	  deceased;	  The	  Lizzy	  McGuire	  Movie	  (2003)	  where	  an	  American	  high	  school	  girl	  (Hilary	  Duff)	  goes	  to	  Rome	  on	  a	  school	  trip	  and	  pretends	  to	  be	  a	  famous	  Italian	  pop	  singer,	  falls	  into	  trouble	  and	  has	  to	  be	  rescued	  by	  her	  parents;	  
Chasing	   Liberty	   (2004)	   where	   America’s	   ‘First	   Daughter’	   (Mandy	  Moore)	   runs	  away	  to	  the	  Love	  Parade	  in	  Berlin	  and	  falls	  in	  love	  with	  an	  American	  who	  turns	  out	  to	  be	  the	  disguised	  body	  guard	  assigned	  by	  her	  father	  to	  protect	  her;	  and	  The	  
Prince	  and	  Me	  (2004)	  where	  an	  American	  university	  student	  (Julia	  Stiles)	  meets	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  10	  	   Robert	  Ray	  (1985)	  and	  Linda	  Williams	  (1998)	  make	  compelling	  arguments	  about	  the	  ability	  of	   Hollywood	   cinema	   to	   reconcile	   seemingly	   impossible	   differences.	   Ray	   argues	   that	   the	  composite	   space	   that	   provides	   the	   setting	   for	   Casablanca	   (1942)	   negotiates	   American	  society’s	   conflicted	   feelings	   about	   their	   country’s	   involvement	   in	   the	   war.	  Williams	   argues	  that	  the	  tension	  between	  pathos	  and	  action	  in	  Hollywood	  melodrama	  is	  able	  to	  resolve	  basic	  contradictions	  at	  a	  mythic	   level.	  My	   interest	   is	   in	  how	  films	  that	  are	  seemingly	  even	  further	  removed	   from	   the	   political	   realm	   still	   manage	   to	   negotiate	   and	   attempt	   to	   resolve	   broad	  tensions	  and	  concerns	  over	  family,	  nation	  and	  class.	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and	   falls	   in	   love	  with	  a	  European	  prince	  disguised	  as	  an	  ordinary	   student.	  The	  narrative	   trajectories	   of	   these	   films	  move	   between	   Europe	   and	   America.	   They	  rely	   on	   romantic	   fantasies	   of	   both	  American	   ideals	   and	  European	   traditions	   in	  order	   to	   authenticate	   and	   resolve	   romantic	   and	   familial	   tensions.	   In	   popular	  discourse	   these	   films	   tend	   to	   be	   categorised	   as	   ‘princess’	   films.	   This	   is	   in	   part	  because	   their	  detachment	   from	   fixed	   temporal	   and	   spatial	   locations	   recalls	   the	  similarly	   hybrid	   settings	   of	   Disney’s	   fairy-­‐tale	   animations,	   and	   in	   part	   because	  these	   films	   express	  what	   seem	   to	   be	   unrealistic	   romantic	   fantasies	   targeted	   at	  young	  girls.	  	  Diane	   Negra	   offers	   a	   critique	   of	   these	   films	   in	   What	   A	   Girl	   Wants:	  
Fantasizing	  the	  Reclamation	  of	  Self	  in	  Postfeminism	  (2009).	  Negra	  argues	  that	  we	  currently	  live	  in	  a	  time	  of	  ‘postfeminism,’	  which	  is	  characterised	  by	  a	  fixation	  on	  privileged	  young	  women	  and	  girls.	   She	  positions	   the	  above-­‐mentioned	   films	  as	  belonging	   to	  a	   ‘cycle	  of	   films	   [that]	   imagine	   the	   teen	  girl	  as	   the	  new	  aristocrat’	  (48).	   This	   is	   in	   keeping	   with	   her	   overall	   argument	   that	   feminism	   has	   been	  subsumed	   into	  a	   globalised	   logic	  of	   capitalism	   that	   idealises	  wealth,	   youth	  and	  celebrity	   and,	   as	   a	   result,	   has	   ‘accelerated	   the	   consumerist	   maturity	   of	   girls,	  carving	   out	   new	   demographic	   categories	   such	   as	   that	   of	   the	   ‘tween’	   [and]	  forcefully	   renew[ing]	   conservative	   ideologies	   entering	   on	   the	   necessity	   of	  marriage	   for	   young	   women’	   (47).	   Negra’s	   approach	   reads	   ‘princess’	   films	   as	  symptomatic	  of	  a	  wider	  neo-­‐liberal	  agenda	  rather	  than	  attempting	  to	  engage	  in	  the	  complexity	  and	  contradictions	  of	  their	  narrative	  tensions,	  as	  I	  will	  here.	  	  Postfeminism	   is	   a	   term	   generally	   used	   by	   feminist	   theorists	  who	   argue	  that	  popular	  culture	  has	  ceased	   to	  engage	  seriously	  with	   feminism	  and	   instead	  circulates	   feminist	   notions	   in	   a	   tokenistic	   way	   that	   continues	   to	   reproduce	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gender	   inequalities.	   As	   Diana	   Negra	   and	   Yvonne	   Tasker	   argue,	   ‘postfeminism	  broadly	  encompasses	  a	  set	  of	  assumptions,	  widely	  disseminated	  within	  popular	  media	   forms,	   having	   to	   do	   with	   the	   “pastness”	   of	   feminism,	   whether	   that	  supposed	  pastness	  is	  merely	  noted,	  mourned,	  or	  celebrated’	  (Negra	  and	  Tasker,	  2007:	   1).	   However	   these	   kinds	   of	   discussions	   tend	   to	   binarise	   media	   texts	   as	  either	  good	  or	  bad	  in	  relation	  to	  their	  feminist	  politics.	  There	  is	  little	  allowance	  for	   the	   blurriness	   and	   complexity	   of	   the	   popular	   culture’s	   various	  representational	   projects.	   Sarah	   Banet-­‐Weiser	   (2004)	   usefully	   positions	   these	  ongoing	   debates	   about	   feminism	   and	   the	   media	   as	   generational	   conflicts	  between	  second	  and	  third	  wave	  feminists	  concerned	  about	  the	  cultural	  territory	  of	  feminist	  politics.	  For	  Banet-­‐Weiser,	  concerns	  over	  whether	  commercial	  media	  representations	   are	   crucial	   or	   harmful	   to	   feminist	   politics,	   are	   less	   productive	  than	   investigations	   into	   the	   contradictory	   and	   conflicting	  messages	   that	   these	  commercial	   texts	   perpetuate.	   Similarly,	   in	   her	   work	   on	   ‘Barbie	   as	   a	   Puberty	  Manual’	  (2005),	  Driscoll	  argues	  that	  blanket	  dismissals	  of	  these	  cultural	  products	  as	  disseminating	  oppressive	  forms	  of	  femininity	  simplify	  the	  actual	  consumption	  practices	   of	   girls.	  Driscoll	   contends	   that	   these	   cultural	   products	   offer	  powerful	  forms	  of	  attachment	  that	  do	  not	  necessarily	  result	  in	  a	  sense	  of	  lack.	  Objects	  like	  Barbie	  and	  the	  teen	  film	  I	  will	  shortly	  turn	  to	  function	  as	  recording	  surfaces	  for	  diverse	  identities	  and	  desires.	  	  Much	   of	   the	   literature	   on	   girlhood	   acknowledges	   that	   girls	   today	   have	  considerable	  commercial	  influence.	  Banet-­‐Weiser	  is	  just	  one	  theorist	  who	  argues	  that	  the	  rising	  focus	  on	   ‘girl-­‐power’	   in	  the	  1990s	  led	  to	  a	  significant	  increase	  in	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strong	   female	   lead	   characters	   in	   television,	   cinema	   and	   games. 11 	  The	  juxtapositions	   between	   political	   agency	   and	   the	   social	   power	   conferred	   by	  consumerism	  means	   that	  girl-­‐power	  cultures	  negotiate	  somewhat	  unresolvable	  tensions	  between	  agency	  and	  conformity	  (Driscoll,	  2002).	  Yet	  at	  the	  same	  time,	  as	  Banet-­‐Weiser	  argues,	  commercial	  media	  networks,	  such	  as	  Nickelodeon,	  can	  be	  seen	  as	  important	  producers	  of	  girl-­‐power	  politics	  as	  they	  explicitly	  connect	  ‘commercial	  representation	  and	  the	  sheer	  visibility	  of	  girls	  on	  television	  with	  a	  larger	  recognition	  of	  girls	  as	  important	  and	  empowered	  subjects’	  (Banet-­‐Weiser,	  2004:	  125).	  Nickelodeon	  launched	  the	  careers	  of	  a	  number	  of	  young	  female	  stars	  including	  Amanda	  Bynes,	   the	  star	  of	  What	  A	  Girl	  Wants.	  Bynes	  appeared	   in	   the	  sketch	   comedy	   show	   ‘All	  That’	   (1996	   to	  2000)	   and	  was	   subsequently	   assigned	  the	   lead	   role	   in	   ‘The	   Amanda	   Show’	   (1999	   to	   2002).	   For	   Banet-­‐Weiser,	  Nickelodeon	  ‘overtly	  situates	  gender	  identity	  (or	  positive	  gender	  portrayal)	  as	  an	  important	  element	  of	  programming’	  (127).	  The	  network	  presents	  Bynes	  amongst	  other	   young	   female	   stars	   as	   self-­‐confident,	   assertive	   and	   intelligent	   young	  women.	  These	  early	  beginnings	  on	  cable	  television	  position	  Bynes	  as	  a	  key	  figure	  of	  girl-­‐power	  culture.	  In	  her	  subsequent	  casting	  in	  lead	  blockbuster	  roles,	  Bynes’	  characters	  rely	  on	  this	  intertextual	  girl-­‐power	  persona	  to	  negotiate	  the	  tensions	  of	  ‘broken	  family’	  life,	  whether	  from	  divorce,	  death	  or	  estrangement.12	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  11	  	   For	  some	  detailed	  analysis	  of	  these	  cultural	  shifts	  and	  their	   impact	  on	  young	  girls	  see	  Seven	  
Going	  on	  Seventeen:	  Tween	  Studies	  in	  the	  Culture	  of	  Girlhood	  (2005)	  edited	  by	  Claudia	  Mitchell	  and	   Jacqueline	   Reid-­‐Walsh,	   Geographies	   of	   Girlhood:	   Identities	   In-­‐between	   (2005)	   edited	   by	  Pamela	  Bettis	  and	  Natalie	  Adams,	  as	  well	  as	  Gayle	  Wald’s	  ‘Just	  a	  Girl?	  Rock	  Music,	  Feminism	  and	  the	  Cultural	  Construction	  of	  Female	  Youth’	  (1998).	  	  12	  	   In	  addition	  to	  What	  A	  Girl	  Wants	   (2003),	  Bynes	  plays	   the	  self-­‐conscious	   female	   lead	   in	  She’s	  
The	   Man	   (2006),	   adapted	   from	   Shakespeare’s	   Twelfth	   Night,	   and	   Sydney	   White	   (2007),	  adapted	  from	  Disney’s	  Snow	  White	  and	  the	  Seven	  Dwarfs	  (1937).	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Debates	   about	   female	   empowerment,	   consumerism	   and	   agency	   often	  focus	   on	   concerns	   about	   the	   fantasies	  produced	  by	   girl-­‐power	   culture	   that	   are	  sold	   to	   young	   female	   audiences.13	  	   However,	   I	   would	   like	   to	   side-­‐step	   the	  question	   of	   girls’	   agency	   so	   extensively	   discussed	   elsewhere	   because	   I	   assume	  girls’	  agency	  to	  be	  an	  automatic	  factor	  in	  their	  consumption	  of	  cultural	  products.	  As	  Driscoll	  (2011)	  writes,	  young	  audiences	  do	  have	  a	  critical	  perspective	  and	  are	  able	   to	   enjoy	   film	   formulae	   while	   being	   completely	   aware	   of	   the	   unreality	   of	  cinematic	   cliché. 14 	  	   Film	   might	   not	   reflect	   life	   exactly	   but	   it	   nevertheless	  reproduces	  dominant	  ideals,	  ideologies	  and	  fantasies	  that	  are	  real	  in	  their	  effects.	  Instead	  of	  addressing	  well-­‐rehearsed	  debates	  about	  agency,	   I	  prefer	   to	  address	  the	   question	   of	   fantasy	   and,	   in	   particular,	   how	   the	   fantastical	   elements	   of	  princess	   films	  offer	  ways	  of	  negotiating	  conflicting	   tensions	  between	  childhood	  and	  adulthood,	  family	  life	  and	  sexual	  maturity.	  I	  am	  aware	  of	  the	  concern	  Lauren	  Berlant	   articulates	   in	   The	   Female	   Complaint	   (2008)	   that	   the	   fantastical	   and	  sentimental	   spaces	   of	   women’s	   cultures	   offer	   a	   false	   complacency	   and	  compliance	   with	   a	   neo-­‐liberal	   agenda.	   For	   Berlant,	   women’s	   fantasies	   are	  expressed	   ‘in	   extreme	   genres	   tending	   to	   hyperbole	   and	   grandiosity,	  which	   are	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  13	  	   This	  is	  a	  widely	  debated	  question	  that	  is	  not	  restricted	  to	  scholarly	  research	  on	  teen	  film	  and	  girlhood	  but	  also	  appears	   in	  disciplines	   such	  as	   communications,	   sociology,	  psychology	  and	  education	  as	  well	  as	  in	  popular	  media	  magazines,	  newspapers	  and	  radio	  shows.	  A	  recent	  local	  media	   example	  would	   be	  media	   coverage	   of	   the	   recent	   visit	   of	   tween	   group	  One	  Direction.	  Examples	   of	   newspaper	   articles	   included,	   Giles	   Hardie’s	   ‘No	   idol	   threat,	   but	   teen	   army	  marches	   to	   tune	   of	   publicists’	   and	   Amy	   Corderoy’s	   ‘Overactive	   hormones	   and	   cunning	  marketers	  direct	   teen	   frenzy	  over	  boy	  band’,	   both	  published	  online	  by	   the	  Sydney	  Morning	  Herald	  on	  12	  April	  2012.	  	  14	  	   Driscoll’s	  argument	  draws	  on	  Siegfried	  Kracauer’s	  1927	  essay	  ‘The	  Little	  Shop	  Girls	  Go	  to	  the	  Movies,’	   revealing	   the	   long	   history	   of	   these	   concerns	   about	   the	   potential	   ‘corruptibility’	   of	  female	  cinema	  viewers.	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forms	  of	  realism	  when	  social	  suffering	  is	  the	  a	  priori	  of	  experience’	  (ix).	  However	  the	   princess	   films	   produced	   since	   the	   early	   nineties	   address	   a	   different	  generation	  of	   female	  subjects	   to	   those	  described	  by	  Berlant,	  and	  these	  subjects	  have	  potentially	  different	  experiences	  of	  and	  ways	  of	  negotiating	  social	  suffering.	  	  	  In	  her	  discussion	  of	  the	  media	  franchise	  Sailor	  Moon,	  Cheu	  (2005)	  argues	  that	  girls	  use	   fantasy	  as	  a	  way	   to	  negotiate	  and	  explore	  changes	   in	  social	   roles	  and	   expectations.	   Fantasy	   offers	   a	   non-­‐linear	   intermix	   of	   past	   and	   future	   that	  does	  not	  exist	  apart	   from	   lived	  experience	  but	   rather	  opens	  up	  a	   space	   for	   the	  expression	   of	   real	   world	   dilemmas	   and	   anxieties.	   Fairy-­‐tale	   templates	   and	  princess	  narratives,	  according	  to	  Cheu,	  can	  offer	  links	  and	  connections	  between	  childhood	   fantasies	   and	   the	   sometimes-­‐harsh	   realities	   and	   expectations	   of	   the	  adult	  world.	  As	  Cheu	  writes:	  	   Female	   infantile	   fantasies	  are	   filled	  with	  the	  desire	  to	  be	  princesses,	   to	  be	   protected,	   adored,	   and	   treasured.	   These	   fantasies	   are	   life-­‐long	  investments;	  even	  buried	  in	  adulthood,	  they	  remain	  influential.	  (300)	  	  Cheu	  cites	  Louise	  Kaplan’s	  (1984)	  argument	  that	  this	  return	  to	  the	  narrative	  and	  identificatory	  impulses	  of	  the	  past	  is	  not	  a	  recapitulation	  (a	  desire	  to	  return	  to	  an	  infantile	  state)	  but	  a	  revision	  that	  ‘helps	  to	  assure	  that	  adult	  existence	  will	  not	  be	  consumed	  by	  repeating	  the	  past’	  (Kaplan,	  as	  cited	  in	  Cheu:	  299).	  Fantasies	  are	  a	  way	  of	  reworking	  childhood	  dreams,	  desires	  and	  ideals	  in	  a	  funny,	  light-­‐hearted	  and	   self-­‐conscious	   way.	   For	   Cheu,	   girls’	   continued	   investments	   in	   these	   texts	  changes	   subtlety	   over	   time:	   ‘childhood	   fantasy	   does	   not	   diminish,	   but	   it	   is	   not	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idealised	   either.	   Submissive	   romantic	   fantasy	   is	   treated	   half	   seriously	   and	   half	  mockingly	  most	  of	  the	  time’	  (300).	  	  In	  contrast	  to	  these	  fairy-­‐tale	  and	  princess	  narratives,	  ‘quality’	  teen	  films	  are	   generally	   celebrated	   for	   their	   ability	   to	  deal	  with	   ‘real’	   adolescent	   issues.15	  For	  both	  theorists	  and	  viewers	  alike,	  the	  1980s	  are	  a	  key	  focalising	  point	  in	  the	  history	  of	   the	   teen	   film	  genre.	   John	  Hughes’	   films—Sixteen	  Candles	   (1984),	  The	  
Breakfast	   Club	   (1985),	   Pretty	   in	   Pink	   (1986),	   and	   Ferris	   Bueller’s	   Day	   Off	  (1986)—are	   generally	   accepted	   as	   the	   canonical	   films	   of	   the	   genre.	   They	   are	  seen	   to	   define	   its	   aesthetic	   and	   narrative	   conventions,	   and	   are	   frequently	  referenced	  in	  contemporary	  teen	  film	  and	  theory	  as	  typifying	  not	  only	  teen	  film	  but	   also	   teen	   experiences	   more	   generally.16	  	   Among	   teen	   film	   theorists	   Roz	  Kaveney	  (2006)	  locates	  the	  origin	  of	  teen	  film	  in	  the	  United	  States	  in	  the	  eighties;	  Timothy	  Shary	  (2002;	  2005)	  locates	  the	  fifties	  and	  eighties	  as	  key	  points	  in	  the	  genre’s	  history,	  arguing	  that	  teen	  film	  was	  reborn	  between	  1978	  and	  1995;	  and	  Thomas	  Doherty	  (2002)	  argues	  that	  although	  teen	  film	  in	  the	  eighties	  continues	  to	   reiterate	   films	   from	   the	   fifties,	   it	   begins	   to	   address	   itself	   to	   adults	   and	  therefore	  ceases	  to	  really	  be	  teen	  film	  at	  all.	  In	  her	  overview	  of	  the	  genre,	  Driscoll	  (2011)	  downplays	   these	  disagreements,	  arguing	  that	   there	   is	  a	  continuity	   from	  the	  eighties	  revision	  of	  teen	  film	  into	  the	  nineties	  where	  the	  genre	  continues	  to	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  15	  	   Timothy	   Shary	   (2002)	   argues,	   for	   instance,	   that	   the	   gravity	   of	   adolescence	   makes	   for	  compelling	   drama	   because	   ‘understanding	   how	   we	   learn	   and	   grow	   in	   youth	   is	   integral	   to	  understanding	  who	  we	  become	  as	  adults’	  (2).	  	  16	  	   Within	   more	   contemporary	   exemplars	   of	   the	   genre	   references	   to	   this	   ‘golden	   era’	   can	   be	  found	  in	  Easy	  A	  (2010),	  which	  stars	  Amanda	  Bynes	  as	  a	  victimised	  high	  school	  villain,	  and	  the	  television	  series	  Gossip	  Girl	  (Season	  5,	  episodes	  22	  to	  24),	  which	  engages	  with	  father-­‐daughter	  relationships	   and	   the	   translation	   of	   classic	   Audrey	   Hepburn	   films	   into	   contemporary	  ‘princess’	  fantasies.	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self-­‐consciously	  question	  itself	  and	  its	  place	  in	  both	  cinematic	  history	  and	  youth	  culture.	  Films	   from	  the	  nineties	  onwards	  embrace	  and	  even	  revel	   in	   the	  notion	  that	  teen	  film	  is	  an	  exhausted	  genre,	  saturated	  with	  clichés.	  Driscoll	  writes	  that	  recent	  teen	  films	  such	  as	  Heathers	  (1988)	  starring	  Winona	  Ryder,	  Clueless	  (1995)	  starring	  Alicia	  Silverstone,	  and	  Mean	  Girls	   (2004)	  starring	  Lindsay	  Lohan,	  offer	  teen	   queen	   figures	   who	   simultaneously	   ‘represent	   the	   conventionality	   of	  adolescent	   fears	   and	   ideals	   but	   also	   of	   teen	   film	   itself’	   (57).	   In	   these	   films,	   the	  teen	  queen	  is	  aware	  of	  the	  irony	  of	  her	  purified,	  commodified	  teen	  world,	  which	  is	  at	  once	  utopian	  and	  comic.	  	  The	   term	   ‘teen	   queen’	   therefore	   suggests	   a	   more	   self-­‐aware	   and	  potentially	  cynical	  female	  consumer	  than	  the	  comparatively	  condescending	  term	  ‘princess.’	   However,	   for	   the	   purposes	   of	   this	   thesis	   I	   suggest	   that	   the	   terms	  comprise	  a	  useful	  shorthand	  way	  of	  representing	  the	  collision	  between	  the	  ‘real’	  adolescent	  issues	  that	  provide	  the	  subject	  matter	  for	  eighties	  teen	  film,	  and	  later	  nineties	  fairy-­‐tales	  and	  fantasies	  of	  female	  empowerment.	  These	  later	  films	  self-­‐consciously	   interrogate	   the	   exhausted	   clichés	   of	   teen	   film	  while	   incorporating	  feminist	   revisions	   of	   fairy-­‐tale	   narratives.	   This	   combination	   of	   narrative	  impulses	  enables	  a	  reconsideration	  of	  girls’	   social	  and	   familial	   roles.	   In	  What	  A	  
Girl	  Wants,	  the	  teen	  queen,	  Daphne	  (Amanda	  Bynes),	  warns	  her	  future	  stepsister	  that	  she	  won’t	  be	  pushed	  out	  of	  the	  family	  because	   ‘this	  Cinderella	  has	  a	  father	  now.’	  This	  self-­‐conscious	  understanding	  of	  her	  position	  in	  the	  fairy-­‐tale	  narrative	  of	   teen	   film	  as	  well	   as	   in	   a	  discourse	  of	  broken	   families	   suggests	  her	   ability	   to	  control	   the	  narrative	  according	  to	  her	  own	  wishes.	  By	  comparison,	  her	   father’s	  fiancé	   and	   her	   daughter,	   unable	   to	   recognise	   their	   narrative	   positioning	   as	  ‘wicked	   stepmother’	   and	   ‘wicked	   stepsister,’	   beco
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pushed	   out	   of	   the	   hegemonic	   ideal	   of	   family	   that	   the	   film	   creates.	   Unlike	   the	  proto-­‐feminist	  teen	  queen,	  the	  step	  family	  relations	  have	  no	  agency	  of	  their	  own	  but	  fully	  submit	  to	  a	  patriarchal	  logic	  that	  ultimately	  does	  them	  no	  favours.	  The	  knowingness	  and	  control	  exhibited	  by	  Daphne	  in	  relation	  to	  her	  own	  discursive	  positioning	  is	  integral	  to	  understanding	  how	  girl-­‐power	  princess	  films	  can	  offer	  an	   alternative	   conception	   of	   girls’	   agency	   compared	   to	   that	   seen	   in	   the	  therapeutic	   discourse	   of	   broken	   families.	   Unlike	   Nielsen’s	   ‘daughter,’	   the	   teen	  queen	  figure	  is	  not	  ignorant	  and	  vulnerable.	  She	  is	  critically	  aware	  of	  her	  place	  at	  the	   intersection	   of	   broken	   family	   discourse,	   gendered	   expectations	   and	   future	  sexual	  romance.	  	  This	   new	   generation	   of	   teen	   film	   translates	   the	   fairy-­‐tale	   narratives	  familiar	   to	   viewers	   from	   both	   storybook	   and	   animated	   classics,	   deliberately	  engaging	  with	   the	   fantasies	   and	   desires	   these	   family-­‐friendly	   formats	   support.	  Key	   teen	   queen	   stars	   of	   this	   generation	   include	   Amanda	   Bynes,	   Hilary	   Duff,	  Lindsay	  Lohan,	  Anne	  Hathaway,	  Mandy	  Moore	  and	  Julia	  Stiles.	  Unlike	  the	  critical	  importance	   awarded	   to	   John	   Hughes’	   films,	   many	   of	   the	   films	   featuring	   these	  teen	  queen	  stars	  are	  derided	  for	  their	  debt	  to	  fairy-­‐tale	  templates.	  But	  according	  to	   Ann	   De	   Vaney	   (2002)	   the	   Hughes’	   films,	   while	   they	   purport	   to	   create	   a	  subversive	  and	  resistive	  teen	  discourse,	  actually	  reinforce	  patriarchal	  ideals.	  For	  De	   Vaney,	   Hughes’	   films	   do	   not	   provide	   an	   opportunity	   for	   adolescents	   to	  seriously	   explore	   the	   angst-­‐ridden	   time	   between	   childhood	   and	   adulthood.	  Rather,	  they	  offer	  ‘mean-­‐spirited	  female	  adult	  roles’	  and	  ‘reinscribe	  the	  domestic	  ideal	   of	   remaining	   within	   the	   ruling	   confines	   of	   family,	   of	   continuing	   to	   be	   a	  Daddy’s	  girl’	  (202).	  As	  I	  hope	  to	  demonstrate	  in	  my	  reading	  of	  What	  A	  Girl	  Wants	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teen	   queen	   films	   intentionally	   and	   self-­‐consciously	   revise	   ‘princess’	   narratives	  without	  recuperating	  an	  idealised	  notion	  of	  the	  family.	  	  In	  these	  girl-­‐power	  princess	  films,	  the	  romance	  plot	  is	  often	  sidelined	  and	  made	  insignificant	  in	  relation	  to	  the	  main	  narrative,	  which	  usually	  involves	  a	  girl	  finding	   her	   own	   subjectivity	   and	   fighting	   for	   independence.	   In	   Ella	   Enchanted	  (2004),	   the	   heroine	   (Anne	   Hathaway)	   finds	   romance	   with	   a	   prince	   but	   at	   the	  same	  time	  must	  fight	  off	  a	  curse	  of	  total	  obedience.	  In	  A	  Cinderella	  Story	  (2004),	  the	  heroine	  (Hilary	  Duff)	  fights	  with	  her	  stepmother	  in	  order	  to	  go	  to	  the	  prom	  with	   her	   ‘prince’	   but	   also,	   and	  more	   importantly,	   fights	   to	   be	   allowed	   to	   go	   to	  university.17	  	   Peggy	   Tally,	   in	   her	   article	   ‘Reimagining	   Girlhood:	   Hollywood	   and	  the	  Tween	  Girl	  Film	  Market’	  (2005),	  argues	  that	  in	  these	  types	  of	  films:	  	   The	  feminist	  ‘moment’	  in	  the	  story	  usually	  occurs	  when	  the	  girl	  realises	  that	  it	  is	  more	  important	  to	  be	  who	  she	  is	  than	  to	  get	  ‘the	  guy,’	  and	  often	  the	  guy	  .	  .	  .	  waits	  passively	  on	  the	  sidelines	  while	  the	  girl	  enacts	  her	  own	  struggle,	  which	  only	  indirectly	  involves	  him.	  (318)	  	  For	  Tally,	   ‘the	  drama	   that	  unfolds	   is	  only	   indirectly	   related	   to	   the	  heterosexual	  romance	   in	   the	   storyline’	   (318).	  However,	   I	  would	   argue	   that	   the	  heterosexual	  romance	  remains	  central,	  if	  sublimated,	  in	  these	  storylines.	  Romantic	  and	  social	  aims	   in	   these	   films	   are	   tied	   together.	   As	   girls	   negotiate	   a	   sense	   of	   themselves	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  17	  	   These	  kinds	  of	  domestic	  ‘fights’	  coincide	  with	  a	  significant	  increase	  in	  female	  lead	  action	  roles	  that	  offer	  complex	  female	  subjectivity	  compared	  to	  past	  instances	  where	  girls’	  femininity	  and	  fighting	   identity	   were	   at	   odds,	   and	   girl	   fighters	   were	   either	   victimized	   or	   parodied.	   Shary	  (1999)	   argues	   that	   ‘as	   the	   tough	   girl	   persona	   slowly	   evolved	   in	   ‘80s	   teen	   films,	   she	   was	  primarily	   a	   victimized	   survivor,	   and	   then	  by	   the	  mid-­‐90s	  many	  more	   tough	   girls	   appeared,	  becoming	  more	  enterprising	  and	  dynamic’	  (49).	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they	  also,	  inevitably,	  negotiate	  ideas	  of	  family	  and	  sex	  roles,	  even	  if	  they	  prefer	  to	  these	   to	   be	   played	   out	   in	   their	   parents’	   generation	   rather	   than	   in	   their	   own	  lives.18	  	  Tally	  argues	  that	  these	  films	  sideline	  the	  romance	  narrative	  because	  they	  cater	  to	  a	  ‘tween’	  audience	  (8	  to	  14),	  not	  yet	  ready	  to	  deal	  with	  sexuality.	  ‘While	  they	   aspire	   to	   being	   teenagers,’	   she	  writes,	   ‘this	   doesn’t	   necessarily	  mean	   that	  they	  are	  comfortable	  watching	  films	  that	  feature	  more	  sophisticated	  teen	  themes	  involving	   sex,	   drugs,	   or	   alcohol’	   (316).	   However,	   the	   background	   presence	   of	  these	   issues	   seems	   to	   indicate	   a	   fascinating	   tension,	   described	   by	   Claudia	  Mitchell	  and	  Jacqueline	  Reid-­‐Walsh	  (2005)	  as	  that	  between	  wanting	  to	  grow	  up	  and	  wanting	   to	  retain	   the	  security	  of	   childhood.	  Mitchell	  and	  Reid-­‐Walsh	   insist	  that	  the	  culture	  of	  play	  typified	  by	  this	  generation	  is	  not	  ‘playing	  at’	  growing	  up,	  but	   rather	   ‘playing	  with’	   teen	   culture	   itself.	  A	  major	  part	  of	   this	   ‘play’	   involves	  considering	  the	  nature	  of	  the	  family	  and	  of	  heterosexual	  romance.	  In	  this	  context,	  broken	   family	   discourse	   and	   contemporary	   feminism	   prevent	   an	   uncritical	  adoption	   of	   the	   ‘happily	   ever	   after’	   narratives	   of	   traditional	   fairy-­‐tales	   and	  Hollywood	   romance	   templates.	   The	   scope	   and	   historical	   specificity	   of	   these	  issues	  suggests	  that	  it	  might	  be	  more	  productive	  to	  conceive	  of	  ‘tween’	  not	  as	  an	  age	  group	  but	  as	  a	  generation.	   Independent	   semotician	  and	  zine	  editor,	   Joshua	  Glenn,	  on	  his	  website	  HiLoBrow.com,	  calls	  this	  generation	  ‘The	  Throwbacks.’	  For	  Glenn,	   tweens	   are	   the	   generation	   born	   between	   1984	   and	   1993,	   a	   period	  coterminous	   with	   what	   he	   calls	   the	   ‘re-­‐Disneyfication’	   of	   American	   culture,	  which	  can	  be	  traced	  to	  the	  launch	  of	  the	  Disney	  channel	  in	  1983.	  Whether	  or	  not	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  18	  	   Similarly,	   Ray	   (1985)	   argues	   that	   Hollywood	   romance	   templates	   explore	   women’s	   socially	  precarious	  identities,	  offering	  them	  the	  possibility	  of	  achieving	  family	  at	  the	  end.	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they	   are	   labelled	   ‘tweens,’	   the	   ubiquity	   of	   these	   girl-­‐power	   princess	   films	  suggests	  a	  generation	  interested	  in	  renegotiating	  the	  narrative	  templates	  of	  teen	  film	   and	   fairy-­‐tales	   as	   they	   intersect	   with	   broken	   family	   discourse	   and	  contemporary	  feminist	  debates.	  	  	  	  	  	  
What	  A	  Girl	  Wants:	  Remodelling	  the	  Broken	  Family	  	  As	  I	  hope	  to	  demonstrate	  in	  a	  discussion	  of	  What	  A	  Girl	  Wants	  (hereafter	  WGW),	  the	  renegotiation	  of	   fairy-­‐tale	  narratives	  can	  perhaps	  be	  read	  as	  the	  product	  of	  the	   tween	   generation’s	   encounter	   with	   the	   discourse	   of	   broken	   families.	   Even	  though	   it	   might	   not	   deal	   directly	   with	   questions	   of	   cultural	   specificity,	  WGW	  nonetheless	  encodes	  and	  negotiates	  differences	  in	  gender,	  class,	  generation	  and	  nationality	  through	  the	  fairy-­‐tale	  template.	  The	  opposing	  worlds	  of	  mother	  and	  father	  are	  established	  through	  a	  flashback	  sequence	  at	  the	  beginning	  of	  the	  film:	  the	   free-­‐spirited	   American,	   Libby	   Reynolds	   (Kelly	   Preston),	   and	   uptight	  Englishman,	   Lord	   Henry	   Dashwood	   (Colin	   Firth),	   meet	   and	   fall	   in	   love	   in	   the	  dessert	  in	  Morocco.	  This	  space	  signifies	  liberation	  from	  the	  usual	  boundaries	  of	  class,	  nationality,	   sexuality	  and	  gender.	  The	   flashback	   sequence	  establishes	   the	  crucial	   backstory	   information	   that	   on	   the	   lovers’	   return	   home,	   Libby	   was	   not	  approved	  of	  by	  Henry’s	  aristocratic	  family.	  Unbeknownst	  to	  them,	  the	  Dashwood	  family’s	  political	  advisor	  separated	  the	  lovers,	  making	  each	  believe	  that	  the	  other	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no	   longer	   desired	   them.19	  	   Henry	   then	   pursues	   a	   political	   career	   in	   the	   family	  tradition,	  and	  Libby	  returns	  to	  America	  where,	  unbeknownst	  to	  him,	  she	  raises	  their	  daughter	  as	  a	  single	  mother	  who	  works	  as	  a	  wedding	  singer	  and	  lives	  in	  a	  Manhatten	   walk-­‐up.	   A	   montage	   sequence	   at	   the	   beginning	   of	   the	   film	   shows	  Daphne	   (Amanda	   Bynes)	   dressed	   as	   a	   princess	  making	   a	   birthday	  wish	   every	  year	  for	  her	  father	  to	  there	  with	  her.	  	  As	   an	   English	   Lord,	  Henry	  Dashwood	   represents	   an	   ideal	   of	   patriarchal	  authority.	   He	   symbolizes	  wealth	   and	   social	   status.	   His	   large	  manor	   house	   and	  political	  career	  convey	  his	  social	  and	  cultural	  privilege,	  which	  is	  presented	  as	  an	  historical	   legacy	   rather	   than	   something	   he	   can	   be	   held	   accountable	   for.	   This	  sense	   of	   implicit	  masculine	   power	   is	   emphasized	   by	   the	   casting	   of	   Colin	   Firth,	  whom	  audiences	  are	  familiar	  with	  from	  his	  roles	  as	  the	  ideal	  romantic	  hero,	  Mr	  Darcy,	   in	  both	  the	  BBC	  version	  of	   Jane	  Austen’s	  Pride	  and	  Prejudice	   (1995)	  and	  its	   modern	   adaptation,	   Bridget	   Jones’	   Diary	   (2001).	   In	   some	   ways	   WGW	  reproduces	  the	  narrative	  of	  Bridget	  Jones	  from	  the	  perspective	  of	  contemporary	  young	   girls.	   In	   their	   different	   ways,	   these	   films	   attempt	   to	   reconfigure	   the	  authority	   of	   the	   traditional	   patriarchal	   figure	   epitomized	   by	   Jane	   Austen’s	  original	  Mr	  Darcy	  and	  the	  contemporary	  figure	  of	  Colin	  Firth.	  	  Importantly,	   in	   this	  scenario	  neither	  of	  Daphne’s	  parents	  can	  be	  blamed	  for	  the	  estrangement	  between	  father	  and	  daughter.	  It	  is	  entirely	  the	  fault	  of	  the	  Dashwood	   family’s	   political	   advisor,	   Alastair	   Payne	   (Jonathan	   Pryce),	   who	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  19	  In	  revealing	  this	  information,	  the	  audience	  is	  given	  privileged	  knowledge	  of	  the	  ‘true’	  situation,	  thereby	   providing	   the	   impetus	   for	   the	   protagonist’s	   salvific	   journey	   to	   resolve	   this	   early	  misunderstanding.	   This	   borrows	   from	   Hollywood	   melodrama,	   which	   according	   to	   Williams	  (1998)	   ‘is	   structured	  upon	   the	   “dual	   recognition”	  of	  how	   things	  are	  and	  how	   they	   should	  be’	  (48),	   where	   audiences	   assess	   suffering	   according	   to	   ‘privileged	   knowledge	   of	   nature	   and	   its	  causes’	  (49).	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separated	  Henry	   and	  Libby	   against	   their	  will,	   despite,	   as	   it	   turns	   out,	   knowing	  that	  Libby	  was	  pregnant	  with	  Henry’s	  child.	  In	  separating	  Daphne’s	  parents	  and	  subsequently	   attempting	   to	   marry	   his	   own	   daughter	   to	   Henry,	   Alastair	   is	   the	  main	  villain	  of	  the	  narrative.	  His	  actions	  work	  to	  preserve	  a	  traditional	  notion	  of	  family	   and	   social	   status.	   Domestic	   and	   emotional	   concerns	   for	   Alastair	   come	  second	   to	   maintaining	   political	   authority.	   Importantly,	   in	   this	   narrative	   the	  father’s	   fiancé,	   Glynnis	   Payne	   (Anna	   Chancellor),	   is	   not	   blamed	   for	   the	  estrangement	  of	  father	  and	  daughter.	  	  The	   emphasis	   on	   Alastair’s	   interruption	   of	   the	   father-­‐daughter	  relationship,	   both	   before	   Daphne	   is	   born	   and	   later	   when	   she	   attempts	   to	  reconcile	   her	   relationship	  with	   her	   father,	   is	   unlike	   the	   open	   conflict	   between	  daughters	  and	  stepmothers	  in	  previous	  broken	  family	  narratives.	  In	  films	  such	  as	  
It	  Takes	  Two	   (1992)	   starring	   the	  Olsen	   twins,	  The	  Parent	  Trap	   (1998)	   starring	  Lindsay	  Lohan,	  and	  the	  original	  The	  Parent	  Trap	  (1961)	  starring	  Hayley	  Mills,	  the	  stepmother	  figures	  are	  the	  main	  villains	  of	  the	  narrative.	  They	  are	  portrayed	  as	  self-­‐centred,	   materialistic	   society	   women	   who	   compete	   with	   the	   father’s	  biological	  children	  for	  his	  affection.	  These	  reductive,	  archetypal	  figures	  resonate	  with	   the	   ‘bad’	   mother	   figure	   from	   the	   therapeutic	   literature	   in	   that	   they	  deliberately	  obstruct	  father-­‐daughter	  intimacy.	  In	  reverse	  of	  what	  was	  observed	  in	   the	   therapeutic	   research,	   however,	   the	   bad	   mothers	   in	   the	   films	   provide	  negative	   information	   about	   daughters	   to	   fathers	   rather	   than	   the	   other	   way	  around.	  The	  daughters	  in	  these	  films	  resist	  the	  interference	  of	  the	  father’s	  fiancé,	  viewing	   her	   as	   the	   only	   obstruction	   to	   an	   otherwise	   idyllic	   father-­‐daughter	  relationship.	  	  
38	  	  
In	  contrast,	   in	  WGW	  Daphne	  recognises	   that	   the	  real	   issue	   is	  developing	  her	  own	  relationship	  with	  her	  father,	  rather	  than	  negating	  the	  obstructions	  put	  in	  her	  path	  by	  the	  stepmother	  figure.	  Although	  she	  is	  an	  unsympathetic	  object	  of	  humour,	  Glynnis	  remains	  peripheral	  to	  the	  central	  narrative.	  She	  and	  her	  birth-­‐daughter,	  Clarissa	   (Christina	  Cole),	  obviously	   resent	   the	  protagonist’s	  presence	  in	   the	  Dashwood	  house	  and	   try	   to	  discourage	  her	   from	  remaining	   there,	  yet	   in	  dramatic	  terms	  there	  is	  minimal	  conflict	  between	  Glynnis	  and	  Daphne.	  Some	  of	  this	   conflict	   is	   diverted	   into	   antagonism	   between	   Clarissa	   and	   Daphne	   (as	  potential	   stepsisters)	   but	  mostly	   the	   film	   focuses	   on	   the	   relationship	   between	  father	   and	   daughter,	   exploring,	   within	   the	   generic	   template	   of	   teen	   film,	   the	  difficulties	  and	  joys	  of	  establishing	  a	  father-­‐daughter	  connection	  when	  they	  are	  hitherto	  unknown	  to	  each	  other.	  Daphne	  repeatedly	  overcomes	  the	  interference	  of	   Glynnis	   and	   Clarissa,	   dismissing	   her	   about-­‐to-­‐become	   stepsister	   with	  comments	  such	  as,	   ‘so	  here’s	  a	   little	  pointer	  for	  you:	  get	  over	  yourself	  and	  stop	  trying	   to	   be	   my	   daddy’s	   little	   girl,	   because	   I’m	   not	   going	   anywhere.’	   In	  understanding	  that	  her	  prospective	  step	  relations	  are	  not	  central	  to	  her	  relation	  to	  her	  father,	  Daphne	  is	  able	  to	  develop	  that	  relationship	  on	  her	  own	  terms.	  	  The	  giving	  and	  withholding	  of	   information	  between	  father	  and	  daughter	  is	  as	   important	   in	  the	   film	  as	   it	   is	   in	  the	  therapeutic	  discourse	  Neilson	  surveys.	  On	  Daphne’s	  arrival	  at	  the	  Dashwood	  Manor,	  Henry	  is	  disempowered	  by	  his	  lack	  of	  prior	  knowledge	  of	  her	  existence.	  He	  says	  to	  Daphne,	  	  	  Wait.	   Did	   you	   just	   say	   you’ve	   known	   about	   this	   your	  whole	   life?	   Your	  mother	  didn’t	  think	  I	  deserved	  the	  same	  consideration?	  How	  could	  she	  keep	  something	  like	  this	  from	  me!	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  As	   in	   Nielsen’s	   review	   article,	   this	   line	   reflects	   social	   anxieties	   about	   single	  mothers	   and	   their	   ability	   to	   control	   children’s	   perceptions	   of	   their	   fathers.	  However,	   unlike	   the	   conclusions	   drawn	   in	   therapeutic	   literature—which	  consistently	  situates	  the	  father	  as	  vulnerable	  to	  the	  machinations	  of	  ex-­‐wives—the	   film	   shows	   that	   Henry	   is	   in	   a	   position	  where	   he	   can	   choose	   to	   accept	   his	  daughter	   or	   not.	   On	   her	   arrival	   at	   her	   father’s	   house,	   Daphne	   climbs	   over	   the	  wall,	  repeatedly	  checking	  over	  her	  shoulder,	  because	  she	  does	  not	  feel	  she	  can	  go	  through	   the	   front	   gate.	   Although	   her	   emotional	   estrangement	   from	   her	   father	  initially	  makes	  her	  social	  access	  to	  the	  family	  tenuous,	  her	  biological	  connection	  ultimately	   ensures	   her	   acceptance.20	  	   Within	   the	   film’s	   version	   of	   the	   British	  peerage	   system,	   bloodlines	   are	   important	   means	   of	   recognition.21	  	   The	   film	  allows	   for	   the	   expression	   of	   popular	   concerns	   about	   ‘mother’s	   disclosures’	   as	  found	   in	   the	   therapeutic	   literature,	   but	   instead	   of	   reproducing	   social	   anxieties	  about	  divisive	  mothers	  and	  absent	  fathers,	  WGW	  carefully	  removes	  blame	  from	  both	  mother	  and	  father.22	  	  Significantly,	  in	  the	  film	  the	  birth	  mother	  is	  positioned	  as	  entirely	  outside	  of	  the	  father-­‐daughter	  relationship.	  Daphne	  seeks	  her	  father	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  20	  	   On	   her	   arrival	   at	   the	  Dashwood	  Manor	  much	   fuss	   is	  made	   over	   the	   legitimacy	   of	  Daphne’s	  birth	   certificate	   and	   claim	   to	   Henry’s	   paternity.	   As	   Glynnis	   says,	   ‘a	   piece	   of	   paper	   doesn’t	  prove	  anything;	  this	  woman	  Libby	  must	  have	  written	  down	  the	  first	  man	  she	  could	  think	  of.’’	  	  21	  	  For	  instance,	  Clarissa	  says	  that	  Daphne	  is	  an	  imposter	  and	  her	  friend	  Fiona	  replies,	  ‘she	  may	  be	  a	  lot	  of	  things	  but	  I	  can’t	  believe	  “imposter”	  is	  one	  of	  them.	  Technically	  speaking	  she	  is	  39th	  in	  line	  to	  the	  throne.	  22	  	   As	  Germaine	  Greer	  (2000)	  demonstrates,	  the	  rhetoric	  of	  victimisation	  and	  blame	  is	  equally	  as	  capable	  of	  targeting	  fathers	  as	  mothers.	  Greer	  argues	  that	  ‘the	  law	  is	  rather	  less	  concerned	  to	  assign	  paternity	  than	  to	  allow	  men	  to	  escape	  from	  it,’	  and	  that	  the	  few	  fathers	  who	  do	  claim	  paternity	  ‘will	  be	  principally	  motivated	  by	  hostility	  to	  the	  mother	  who	  is	  denying	  them	  access	  to	  the	  children’	  (218-­‐9).	  
40	  	  
entirely	   on	   her	   own	   volition	   thus	   challenging	   the	   normative	   and	   triangulated	  terms	  through	  which	  father-­‐daughter	  estrangement	  is	  typically	  imagined.	  Daphne	  wants	  to	  be	  acknowledged	  by	  her	  father	  and	  as	  the	  audience	  we	  want	  it	  too.	  In	  fact,	  Daphne’s	  identity	  seems	  to	  depend	  on	  that	  acknowledgement.	  She	   says	   to	   her	  mother	   early	   in	   the	   film,	   ‘I	   feel	   like	   half	   of	  me	   is	  missing,	   and	  without	  my	  other	  half	  how	  am	  I	  supposed	  to	  know	  who	  I	  really	  am?’	  Through	  an	  inverted	  make-­‐over	   scene	   towards	   the	   end	   of	   the	   film	   we	   see	   that	   Daphne	   is	  willing	   to	   change	  her	   appearance	   and	  behaviour	   to	  make	  herself	   acceptable	   to	  her	   father,	   his	   family	   and	   his	   social	   and	   political	   world.	   Negra	   argues	   that	  makeovers	   annihilate	   the	   agency	   and	   self-­‐expression	   of	   girls.	   For	   Negra,	   the	  makeover	  scenes	  in	  films	  such	  as	  The	  Princess	  Diaries,	  What	  a	  Girl	  Wants,	  and	  The	  
Prince	  &	  Me	  are	  causally	  linked	  to	  transformative	  aspects	  of	  beauty	  culture	  (diet,	  exercise	   and	   plastic	   surgery)	   and	   raunch	   culture	   (strip	   cardio,	   pole	   dancing	  lessons	  and	  consumer	  fetishisation).	  However	  Driscoll	  argues	  that	  teen	  films	  and	  teen	   audiences	   are	   more	   self-­‐conscious	   and	   critical	   about	   the	   function	   of	   the	  makeover,	  understanding	  that	  it	  is	  not	  about	  beauty	  but	  about	  fitting	  into	  social	  conventions.	  In	  WGW	  the	  makeover	  is	  used	  to	  reveal	  the	  sacrifices	  Daphne	  must	  make	   in	   order	   to	   perform	   the	   feminine	   subjectivity	   required	   to	   support	   her	  father’s	  political	  career.	  She	  says	  to	  her	  father,	  ‘I	  have	  to	  change,	  it’s	  ok,	  I	  get	  it.	  I	  am	  a	  Dashwood	  too,	  right?’	  and	  then	  exchanges	  her	  colourful	  teen	  wardrobe	  for	  conservative	  pastel	  outfits.	  A	  subsequent	  montage	  of	  newspaper	  clippings	  shows	  her	  face	  to	  be	  dull	  and	  expressionless,	  no	  longer	  smiling.	  Henry’s	  political	  career	  is	  seen	  to	  depend	  on	  Daphne’s	  social	  conformity.	  The	  makeover	  montage	  shows	  newspaper	   clippings	   that	   read,	   ‘Dashwood	   daughter	   shines	   at	   Ascot’	   and	  ‘Dashwood	  climbing	  in	  polls.’	  However,	  Daphne’s	  foray	  into	  her	  father’s	  world	  of	  
41	  	  
self-­‐regulation	  and	  upholding	   the	  expected	   ‘codes	  of	  behaviour’	   is	  brief.	  Unlike	  
The	   Princess	   Diaries,	   where	   the	   protagonist’s	   change	   in	   outward	   appearance	  results	  in	  a	  change	  in	  behaviour,	  self-­‐perception	  and	  sense	  of	  social	  purpose,	  in	  
WGW	   there	   is	   an	   awareness	   that	   Daphne	   is	   performing	   a	   particular	   gender	  identity	   to	  please	  her	   father,	  and	   that	   it	   is	  not	  one	  she	  enjoys.	  Similarly,	  unlike	  Lindsay	  Lohan’s	  character	  in	  Mean	  Girls,	  Daphne	  does	  not	  lose	  sight	  of	  ‘who	  she	  really	  is.’	  Indeed,	  Daphne’s	  assured	  self-­‐possession	  is	  what	  ultimately	  allows	  her	  to	  ‘save’	  her	  father	  from	  the	  self-­‐regulation	  imposed	  by	  his	  aristocratic	  social	  and	  political	  life.	  	  	  In	  contrast,	  Daphne’s	  relationship	  with	  her	  mother	   is	  based	  on	  a	  strong	  bond	  of	  seemingly	  unconditional	   love.	  At	  a	  basic	   level,	   this	  emphasises	   the	   fact	  that	  birth	  mothers	  do	  not	  have	  the	  same	  capacity	  as	   fathers	  to	  not	  be	  aware	  of	  the	   existence	   of	   their	   children.	   At	   the	   same	   time	   it	   offers	   a	   positive	  representation	  of	  single-­‐mothers	  and	  their	  ability	  to	  parent.	  Daphne,	  despite	  her	  desire	  for	  a	  father,	  is	  portrayed	  as	  strong,	  capable	  and	  independent.	  These	  are	  all	  qualities	   she	   has	   learned	   or	   inherited	   from	   her	  mother,	   who	   assured	   her	   that	  getting	   to	   know	   herself	   is	   more	   important	   than	   getting	   to	   know	   a	   biological	  relation.	   In	   the	  opposing	  representations	  of	  mother	  and	   father	  we	  begin	   to	  see	  how	  the	  film’s	  renegotiation	  of	  British	  aristocracy	  and	  family	  values	  is	  not	  simply	  nostalgic	   but	   also	   critiques	   and	   attempts	   to	   reformulate	   traditional	   notions	   of	  family.	   Contrary	   to	   popular	   dismissals	   of	   the	   repetitiveness	   and	   silliness	   of	  princess	   films,	   we	   see	   here	   how	   the	   fairy-­‐tale	   format	   addresses	   the	   messy	  territory	  of	  the	  broken	  family	  without	  erasing	  or	  denying	  its	  complexity.	  Indeed,	  it	   is	   possible	   to	   read	   the	   single	   mother	   as	   a	   second-­‐wave	   feminist	   who	   has	  successfully	  brought	  up	  a	  well-­‐balanced	  daughter	  who,	  as	  a	  third-­‐wave	  feminist,	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uses	   her	   strength	   and	   independence	   to	   ‘save’	   the	   father,	   and	   the	   boy	   who	  becomes	  her	  love	  interest,	  from	  the	  ‘traditional’	  family	  symbolised	  in	  the	  film	  by	  British	  aristocracy.	  	  After	   their	   life-­‐time	  estrangement,	  Henry	  and	  Daphne	   face	   the	  challenge	  of	  ‘making	  up	  for	  lost	  time’	  as	  well	  as	  reconciling	  differences	  in	  class,	  age,	  gender	  and	  nationality.	  Shortly	  after	  Daphne’s	  arrival,	   father	  and	  daughter	  accidentally	  meet	  in	  the	  kitchen	  late	  at	  night.	  The	  sight	  of	  Daphne	  catches	  Henry	  by	  surprise	  and	  he	  falls	  backwards	  into	  the	  fridge.	  For	  Henry,	  the	  unfamiliar	  presence	  of	  his	  hitherto	  unknown	  daughter	  calls	   for	  a	  reconsideration	  of	  his	   identity	  both	  as	  a	  man	  and	  as	  a	  father.	  Meanwhile,	  Daphne	  sits	  contentedly	  drinking	  a	  glass	  of	  milk,	  intimating	   that	  she,	  unlike	  Henry,	   is	   in	  complete	  control	  of	   the	  situation.	  She	   is	  comfortable	  with	  who	  she	  is	  and	  who	  he	  is	  in	  relation	  to	  her.	  Despite	  the	  overall	  innocence	   of	   this	   scene	   it	   also	   draws	   on	   subliminal	   tensions	   over	   Daphne’s	  sexual	  maturity.	  As	  Allison	  Whitney	  writes	  of	  Gidget	  (1959),	  ‘both	  Gidget	  and	  her	  father	   are	   so	   overwhelmed	   at	   the	   realisation	   of	   her	   burgeoning	   sexuality	   that	  they	   are	   unable	   to	   address	   their	   fears	   directly;	   they	   convert	   these	   traumatic	  feelings	   into	  physical	  symptoms’	   (Whitney,	  2002:	  58).	   In	  WGW	  the	  strangeness	  and	  implicit	  dangers	  of	  Daphne’s	  immanent	  sexual	  maturity	  are	  exaggerated	  by	  the	   prior	   estrangement	   of	   father	   and	   daughter.	   Tensions	   around	   Henry’s	  potentially	  inappropriate	  sexual	  relations,	  past	  or	  present,	  are	  established	  early	  in	   the	   film.	   When	   Daphne	   first	   arrives	   at	   the	   Dashwood	   Manor	   the	   butler	  suggests	  calling	  a	  hotel	  but	  Glynnis	  exclaims:	   ‘And	  tell	   them	  what	  exactly?	  That	  the	   best-­‐known	   electoral	   candidate	   in	   a	   generation	   is	   requesting	   a	   room	   for	   a	  teenage	  girl!	  The	  press	  will	  have	  a	  field	  day.’	  Whereas	  in	  the	  intimate	  space	  of	  the	  late	   night	   kitchen	   scene,	   the	   threat	   of	   a	   public	   media	   scandal	   seems	   less	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important	  than	  Henry’s	  navigation	  of	  his	  own	  fears	  and	  desires.	  These	  feelings,	  as	   Whitney	   might	   have	   predicted,	   are	   expressed	   comically	   in	   Henry’s	   body	  convulsing	  and	  falling	  into	  the	  fridge.	  The	  interactions	  between	  father	  and	  daughter	  are	  complicated	  by	  the	  fact	  that	  Daphne	  is	  at	  once	  a	  little	  girl	  and	  a	  young	  woman.	  Henry	  asks	  Daphne	  what	  she	  doing	  in	  the	  kitchen	  and	  she	  responds,	  ‘Jetlag.	  What’s	  your	  excuse?’	  This	  line	  simultaneously	  reinforces	  the	  innocence	  of	  the	  scene	  and	  suggests	  that	  there	  is	  something	  transgressive	  about	  them	  being	  in	  the	  kitchen	  together	  in	  the	  middle	  of	  the	  night.	  Henry	  is	  unsure	  whether	  he	  should	  be	  disciplining	  his	  daughter	  but	  Daphne	  casually	  dismisses	  his	  concern,	  turning	  it	  back	  on	  him.	  When	  Henry	  asks	  ‘Do	  you	  like	  cocopops?’	  the	  line	  seems	  to	  hang	  in	  the	  air	  as	  if	  sharing	  this	  sugary	  treat	  has	  more	   than	  surface	   significance.	  After	  all,	   girls	   are	  warned	  not	   to	   take	  candy	  from	  strangers.	  But	  Henry	  is	  Daphne’s	  biological	  father	  and	  therefore	  not	  really	   a	   stranger.	   Yet	   the	   tension	   remains.	   Cocopops,	   he	   says,	   ‘are	   strictly	  contraband.’	   At	   the	   end	   of	   the	   scene	   Henry	   asks	   Daphne	   if	   her	   mother	   has	  another	   man	   in	   her	   life,	   effectively	   diverting	   the	   dialogue	   and	   its	   underlying	  sexual	  and	  romantic	  tensions	  away	  from	  Daphne.	  At	  the	  same	  time,	  the	  primary	  interest	  of	  the	  scene	  seems	  to	  be	  the	  re-­‐education	  of	  the	  father	  by	  the	  daughter.	  As	  he	  turns	  to	  leave,	  Henry	  struggles	  to	  find	  the	  appropriate	  words	  until	  Daphne	  tells	  him	  how	  to	  say	  goodnight.	  ‘Henry,’	  she	  says,	  ‘‘sweet	  dreams’	  is	  all	  it	  takes.’	  Despite	  the	  very	  different	  generic	  handling	  of	  this	  material,	  parallels	  can	  be	   drawn	   with	   a	   similar	   scene	   in	   Adrian	   Lynne’s	   remake	   of	   Lolita	   (1997)	   in	  which	  Humbert	   (Jeremy	   Irons)	  watches	   Dolores	   (Dominique	   Swain)	   sitting	   on	  the	  floor	  of	  the	  kitchen	  late	  at	  night	  with	  the	  fridge	  door	  open,	  contentedly	  eating	  yoghurt	  from	  the	  jar	  and	  sucking	  raspberries	  off	  her	  fingers.	  The	  depiction	  of	  this	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scene	  in	  Lolita	   is	  obviously	  sexual.	  Unlike	  the	  rapid,	  almost	  cartoon-­‐like	  pace	  of	  
WGW,	   Lolita	   deploys	   long	   and	   slow	   shots,	   which	   linger	   on	   Dolores’	   body	   and	  Humbert’s	   watching	   face.	   Yet,	   taking	   these	   two	   scenes	   together,	   there	   is	  something	   strikingly	   similar	   about	   the	   gaze	   of	   Humbert	   and	   Henry	   in	   their	  shared	  expressions	  of	  surprise,	  uncertainty	  and	  curiosity	  as	  they	  respond	  to	  the	  nocturnal	   presence	   of	   the	   young	   girl.	   The	  meaning	   and	   the	   threat	   of	   this	   gaze	  differs	  significantly	  in	  that	  Humbert	  is	  Dolores’	  future	  stepfather,	  whereas	  Henry	  is	   Daphne’s	   until-­‐recently	   estranged	   father.	   Yet	   despite	   this	   difference,	   both	  scenes	   deal	   with	   the	   threat	   of	   desire	   between	   a	   proto-­‐paternal	   figure	   and	   a	  young	  girl.	  While	  Lolita	  directly	  confronts	  these	  dangers,	  WGW	  explicitly	  avoids	  them.	   Nevertheless,	   I	   argue,	   WGW	   insistently	   raises	   the	   threat	   of	   this	  inappropriately	  incestuous	  desire	  in	  order	  to	  safely	  stage	  its	  disavowal.23	  	  In	   the	   late	   night	   kitchen	   scene	   in	   WGW,	   the	   dialogue	   explores	   the	  differences	   between	   Daphne	   and	   Henry	   in	   relation	   to	   their	   understanding	   of	  sexuality	  and	  gender	  identity:	  	   Daphne:	  	  	   Coming	  out	  party?	  Coming	  out	  as	  what?	  Henry:	  	   Well,	  as	  a	  young	  woman.	  Daphne:	  	   What	  are	  you	  trying	  to	  say	  Henry?	  Henry:	  	   Well	  I	  mean,	  as	  a	  young	  woman	  of	  a	  certain	  social	  standing	  and	  eligibility.	  Daphne:	  	   Eligibility?	  For	  what?	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  23	  There	   is	   an	   interesting	   link	   here	   with	   the	   most	   recent	   production	   of	   Freaky	   Friday	   (2003),	  starring	   Lindsay	   Lohan,	   where	   the	   father’s	   character	   is	  made	   into	   a	   stepfather	   seemingly	   to	  avoid	  the	   incestuous	  tension	  of	  a	  potential	  sexual	  encounter	  between	  father	  and	   daughter.	   In	  relation	   to	  WGW,	   it	   is	   debatable	   whether	   the	   biological	   link	   between	   father	   and	   daughter	  removes	  or	  increases	  the	  sexual	  tension.	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Henry:	  	   Well	   for	   men,	   for	   male	   suitors	   to,	   um,	   to,	   ah…	   I’m	   not	  explaining	  this	  very	  well,	  am	  I?	  Daphne:	  	   No,	  not	  at	  all,	  but	  I’m	  having	  fun	  watching	  you	  try.	  	  This	   dialogue	   entails	   a	   misunderstanding	   about	   the	   different	   connotations	   of	  coming	   out,	   allowing	   for	   significant	   sexual	   innuendo	   about	   what	   ‘eligibility’	  means	  and	  how	  sexual	  maturity	  should	  be	  negotiated.	  Henry	  maintains	  an	  out-­‐dated	  commitment	  to	  the	  debutante	  tradition,	  where	  a	  woman’s	  sexual	  maturity	  is	  signalled	  by	  her	  availability	  on	  a	  marriage	  market.	  Whereas	  Daphne’s	  radical	  openness—‘Coming	   out	   as	   what?’—suggests	   a	   conception	   of	   individual	   social	  and	   sexual	  maturity	   that	   extends	   beyond	   gender	   to	   include	   other	   possibilities	  such	  as	  sexual	  orientation.	  	  In	  this	  sense,	  Daphne’s	  sexual	  knowledge	  (she	  knows	  what	  coming	  out	  is)	  but	  social	  naivety	  (she	  doesn’t	  know	  what	  coming	  out	   is)	  registers	  as	  a	  kind	  of	  joke.	   	   In	   one	   sense,	   her	   naivety	   allows	   her	   innocent	   access	   to	   erotic	   power,	  sanctioning	  a	  particular	  form	  of	  flirtation	  with	  her	  father	  and,	  consequently,	  with	  the	   cultural	   codes	   and	   traditions	   he	   represents.	   Her	   comment—‘No,	   not	   at	   all,	  but	  I’m	  having	  fun	  watching	  you	  try’—suggests	  that	  she	  doesn’t	  in	  the	  least	  care	  what	   a	   coming	   out	   party	   is	   but	   is	   enjoying	   forcing	   him	   to	   explain	   it.	   Daphne’s	  teasing	   tests	   the	  boundaries	  of	  her	   relationship	  with	  her	   father.	   She	   is	   seeking	  paternal	  guidance	  and	  affection	  even	  as	  her	  cocky	  self-­‐reliance	  and	  faux-­‐naivety	  suggest	  that	  she	  doesn’t	  need	  either.	  Through	  her	  erotic	  innocence,	  Daphne,	  like	  Gidget	  before	  her,	  ‘remains	  connected	  to	  the	  visceral	  and	  psychological	  freedoms	  of	   childhood’	   (Whitney,	   2002:	   60).	   In	   some	   ways,	   this	   allows	   her	   to	   question	  seemingly	   out-­‐dated	   gender	   traditions.	   As	   Wald	   points	   out,	   however,	   the	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heroine’s	  naivety,	  much	   like	  Cher’s	   in	  Clueless,	  far	   from	  questioning	  established	  traditions,	   actually	   enables	   and	   reinforces	   existing	   gendered	   narratives.	   Wald	  would	  read	  Daphne’s	  apparent	  cluelessness	  in	  the	  above	  scene	  not	  only	  as	  a	  way	  of	   deflecting	   questions	   and	   expectations	   about	   gender,	   but	   also	   as	   offering	   a	  window	   for	   ‘proper’	   gender	   instruction.	   Additionally,	  Wald	   argues,	   the	   alibi	   of	  female	  naivety	  is	  used	  to	  justify	  and	  enable	  a	  certain	  gendered	  narrative,	  which	  in	   turn	  constructs	  other	   ideological	   formations,	   such	  as	   the	  nation,	  as	  similarly	  innocent	  and	  naïve.	  	  Viewing	  the	  scenes	  when	  Henry	  and	  Daphne	  are	  alone	  together	  one	  could	  be	  forgiven	  for	  assuming	  an	  inter-­‐generational	  romance	  between	  the	  characters	  played	   by	   Bynes	   and	   Firth.	   Her	   looks	   and	   body	   language	   are	   innocent	   and	  adoring.	  His	  are	  awestruck.	  Firth’s	  acting	  style	  mirrors	  that	  seen	  in	  Bridget	  Jones’	  
Diary.	   He	   is	   hesitant	   and	   distant,	   but	   also	   admiring.	   The	   structure	   of	   WGW	  resembles	  a	  romantic	  narrative	  insofar	  as	  Daphne	  and	  her	  father	  invest	  in	  each	  other	   the	   same	   emotions	   as	   they	  would	   in	   a	   romantic	   partner.	   The	   costuming	  consistently	  places	  them	  onscreen	  together	  in	  matching	  colour	  schemes.	  Early	  in	  the	   film,	  Henry	   and	  his	  house	   are	   established	  as	  objects	   of	   desire.	   Later,	  when	  Henry	   invites	  Daphne	   to	   accompany	  him	   to	   the	  Royal	  Dress	   Show	  he	   asks	  her	  with	  as	  much	  trepidation	  as	  a	  lover	  might	  ask	  his	  beloved	  on	  a	  first	  date.	  Much	  like	   a	   romance	  narrative,	  Daphne	   and	  Henry	   seem	  unaware	  of	   the	  power	   they	  hold	   over	   each	   other	   although	   their	   mutual	   attraction	   is	   all	   too	   obvious	   to	  Glynnis	  and	  Clarissa,	  who	  observe	  the	   increasing	  closeness	  between	  father	  and	  daughter	  with	  a	  mixture	  of	  jealousy	  and	  disgust.	  The	  competitiveness	  displayed	  by	  Glynnis	   and	  Clarissa	  helps	   to	   contain	   the	   romantic	   and	   sexual	   tensions	   that	  underlie	   the	   daughter’s	   desire	   to	   be	   reunited	   with	   her	   father.	   In	   a	   breakfast	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scene,	   father	   and	   daughter	   sit	   next	   to	   each	   other	   unwittingly	   buttering	   and	  eating	   their	   toast	   in	  mirror	   image	   of	   each	   other.	   The	   supposed	   authenticity	   of	  this	  closeness	  threatens	  the	  affianced	  position	  Glynnis	  occupies	  in	  the	  Dashwood	  family.	   She	   interrupts	   their	   conversation,	   calling	  Henry	   away	   to	  his	  work,	   as	   if	  she	   could	   somehow	   prevent	   the	   ideologically	   desirable	   union	   of	   father	   and	  daughter.24	  Toward	   the	   end	   of	   the	   film	   when	   Daphne	   has	   returned	   to	   America	  without	   her	   father,	   the	   sound	   track	   expresses	   lost	   love,	   with	   Duncan	   Sheik’s	  (2002)	   keening	   lyrics	   informing	   viewers	   of	   the	   emotional	   absence	   felt	   by	  Daphne,	  Ian	  and	  Henry:	  	  ‘without	  you	  I	  am	  breaking	  down/	  .	  .	  .	  this	  is	  just	  a	  half	  life/	   .	   .	   .	  escape	  from	  time.’	  Not	  long	  afterwards	  Henry	  appears	  and	  pronounces	  his	   unconditional	   love	   for	   Daphne.	   Nervously	   shuffling	   paper,	   his	   voice	   husky,	  Henry	  says,	  	   I	   just	   came	   because	   I	   have	   something	   very	   important	   to	   say	   to	   you.	   I	  wrote	  it	  all	  down	  on	  the	  plane	  about	  two	  hundred	  times.	  It	  was	  on	  a...	  I	  had	  a…	  What	  it	  comes	  down	  to	  is	  that	  I	  love	  you	  Daphne.	  I	  love	  you.	  I’m	  so	  sorry.	  I	  wouldn’t	  change	  you.	  I	  wouldn’t	  change	  anything	  about	  you.	  I	  wouldn’t	  change	  one	  hair	  on	  your	  head	  –	  not	  for	  anything.	  	  	  The	  same	   lines	  could	  easily	  conclude	  a	  romantic	  comedy.	   In	   fact,	   they	  resonate	  with	  a	  similar	  confession	   in	  Bridget	  Jones’	  Diary	  when	  Mark	  Darcy	  (Colin	  Firth)	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  24	  	   The	  reunion	  of	  father	  and	  daughter	  signifies	  as	  the	  kind	  of	  ‘return	  to	  innocence’	  described	  by	  Williams	   (1998)	   that	   solves	   the	   problems	   of	   legitimacy	   by	   creating	   a	   polemical	   divide	  between	  the	  virtuous	  Daphne	  as	  opposed	  to	  the	  manipulative	  and	  self-­‐centered	  Glynnis	  and	  Clarissa.	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says	  he	  loves	  Bridget	  (Renee	  Zellweger)	  just	  the	  way	  she	  is,	  thereby	  affirming	  the	  heroine’s	  identity	  and	  sense	  of	  acceptance	  and	  belonging.	  As	  Mark	  says:	  	  	   I	   don't	   think	   you're	   an	   idiot	   at	   all.	   I	   mean,	   there	   are	   elements	   of	   the	  ridiculous	  about	  you	  .	  .	  .	  But	  the	  thing	  is,	  um,	  what	  I'm	  trying	  to	  say,	  very	  inarticulately,	   is	   that,	   um,	   in	   fact,	   perhaps	   despite	   appearances,	   I	   like	  you,	  very	  much,	  just	  as	  you	  are.	  	  The	  parallel	  in	  Firth’s	  hesitant	  style	  of	  delivering	  these	  similarly	  awkward	  lines	  across	  both	  films	  is	  undeniable.	  However	  in	  WGW,	  the	  iconic	  romantic	  hero	  plays	  the	  role	  of	  the	  father	  affirming	  the	  daughter’s	  identity	  as	  a	  means	  of	  releasing	  her	  into	  her	  own	  sexual	  future.	  	  The	  film	  expresses	  a	  desire	  for	  a	  romantic	  and	  idealised	  version	  of	  ‘the	  father’	  in	  a	  general	  rather	  than	  specific	  sense.	  The	  confusion	  over	  the	  girl’s	  exact	  relationship	  to	  this	  idealized	  patriarchal	  figure	  is	  perhaps	  reinforced	  by	  the	  title	  of	  the	  film,	  which	  recalls	  Christina	  Aguilera’s	  ‘What	  A	  Girl	  Wants’	  (1999),	  the	  chorus	  of	  which	  provides	  the	  title	  for	  this	  dissertation:	  	  	  
What	  a	  girl	  wants,	  what	  a	  girl	  needs,	  
Whatever	  makes	  me	  happy	  and	  sets	  you	  free.	  
And	  I'm	  thanking	  you	  for	  knowing	  exactly,	  
What	  a	  girl	  wants,	  what	  a	  girl	  needs,	  
Whatever	  keeps	  me	  in	  your	  arms.	  
And	  I'm	  thanking	  you	  for	  being	  there	  for	  me.	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The	  sentiments	  expressed	  in	  these	  lyrics	  echo	  throughout	  the	  film,	  indicating	  the	  tension	  experienced	  by	  the	  tween	  generation	  between	  wanting	  to	  grow	  up	  and	  wanting	   to	   retain	   the	   security	   of	   childhood.	   In	   Daphne’s	   case,	   this	   dilemma	   is	  crystalised	  around	  the	  absence	  of	  her	  father,	  a	  problem	  that	  the	  seventeen-­‐year-­‐old	  needs	  resolved	  before	  she	  can	  successfully	  mature	   to	  her	  next	   life-­‐stage.	   In	  addition,	   the	   line,	   ‘whatever	   makes	   me	   happy	   and	   sets	   you	   free’	   perhaps	  foreshadows	  the	  film’s	  attempts	  to	  secure	  not	  only	  the	  girl’s	  happiness	  but	  also	  the	   father’s	   freedom	   from	   the	   constraints	   of	   the	   traditional	   family	   and	   its	  attendant	  restrictive	  ideologies	  of	  class	  and	  nation.	  Throughout	   the	   film,	   Daphne’s	   American	   birth	   mother	   appears	   as	  youthful,	   sensual	   and	   graceful.	  With	   her	   blond	   hair,	   pretty	   face	   and	   bohemian	  dress	   she	   seems	   to	   represent	  an	   ideal	  of	   socially	  unfettered	   femininity.	  Libby’s	  desirability	   and	   potential	   as	   a	   romantic	   partner	   is	   maintained	   through	   the	  implied	  contrast	  with	  the	  father’s	  dislikeable	  fiancé.	  Libby	  is	  full	  of	  life	  and	  love	  and	   maintains	   a	   strong	   and	   affectionate	   connection	   with	   her	   daughter.	   In	  contrast	  Glynnis	  wears	  shapeless	  clothing,	  her	  posture	   is	   stiff	  and	  haughty	  and	  she	  occasionally	  refers	  to	  herself	  in	  the	  third	  person.	  Glynnis’s	  parenting	  style	  is	  exposed	   as	   efficiently	   reproducing	   her	   own	   flaws	   and	   pretensions	   in	   her	  daughter	  Clarissa.	  Somewhat	  ironically,	  Glynnis	  also	  appears	  as	  an	  example	  of	  a	  ‘bad’	  mother	  because	  she	   is	  unable	   to	  prevent	  or	  diffuse	   the	  emotional	   tension	  between	  Henry	  and	  Daphne.	  At	  the	  end	  of	  the	  film	  when	  Henry	  and	  Libby	  finally	  kiss	   it	   becomes	   clear	   that	   the	   over-­‐riding	   desire	   of	   the	   film	   is	   to	   reunite	   the	  parents.	  This	  desire	  is	  so	  great	  that	  when	  it	  is	  finally	  realised	  it	  seems	  to	  require	  comic	  relief.	  As	  her	  parents	  kiss,	  Daphne	  wryly	  comments	  in	  voiceover,	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So	   I	   finally	   got	  my	   father-­‐daughter	   dance.	   Of	   course	   it	   got	   interrupted	  when	  my	  boyfriend	  showed	  up	  and	  then	  my	  parents	  started	  making	  out.	  But	   sometimes	   things	   aren’t	   exactly	   how	   you	   imagined.	   They’re	   even	  better.	  	  Daphne’s	  claim	  to	  the	  unexpected	  is	  undercut	  by	  the	  fact	  that	  what	  we	  are	  seeing	  onscreen	   is	   exactly	   the	   ending	   we	   imagined	   all	   along.	   The	   father-­‐daughter	  romance,	  the	  real	  narrative	  of	  the	  film,	  is	  thus	  satisfied	  by	  its	  displacement	  onto	  the	  parent	  generation,	  a	  satisfaction	  which	  is	  only	  increased	  by	  its	  overturning	  of	  broken	  family	  discourse.	  	  	  The	   happy	   ending	   of	   the	   film	   carefully	   curtails	   the	   emotional	   tension	  between	  Daphne	  and	  Henry	  that	  builds	  throughout	  the	  narrative,	  ensuring	  once	  and	   for	  all	   that	   the	  appropriate	  gender	  and	  sex	  roles	  are	  maintained.	  As	   father	  and	   daughter	   embrace,	   Henry	   catches	   Libby’s	   eyes	   over	   Daphne’s	   shoulder,	  providing	   an	   immediate	  diversion.	  This	   tension	   is	   then	   redirected	   towards	   the	  film’s	   ultimate	   goal	   of	   reuniting	   the	   parents	   and	   reinstating	   an	   appropriate	  heterosexual	   couple	  as	   role	  models	   for	   the	  young	  girl.	  Yet	   the	  awkwardness	  of	  Daphne	  and	  Henry’s	   interactions	  throughout	  the	  film	  and	  the	  very	  need	  for	  the	  mother	  as	  a	  diversion	  for	  the	  father’s	  desire,	  suggest	  a	  volatility	  of	  sexual	  desire	  within	   the	   family	   model	   that	   must	   be	   carefully	   policed	   and	   maintained.	   The	  constant	   invocation	   of	   the	   mother—through	   the	   strategic	   deployment	   of	   a	  question	  or	  a	  photograph—suggests	  an	  interchangeability	  between	  mothers	  and	  daughters	  as	  objects	  of	  desire.	  The	   threat	  of	   this	   interchangeability	   implies	   the	  ongoing	   need	   for	   mothers	   to	   mediate	   the	   relationship	   between	   fathers	   and	  daughters.	  The	  ‘good’	  mother	  will	  keep	  the	  father’s	  desire	  to	  herself	  and	  thereby	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protect	   the	  daughter	   from	  arousing	  his	   sexual	   interest	   or	   from	  developing	  her	  own	  romantic	  notions	  in	  regard	  to	  her	  father.	  	  More	   conventionally,	   the	   film	   diverts	   the	   sexual	   and	   romantic	   tension	  between	  father	  and	  daughter	  through	  the	   introduction	  of	  an	  age-­‐peer	  romantic	  interest	  for	  Daphne	  so	  that	  the	  father	  can	  be	  positioned	  as	  the	  daughter’s	  sexual	  protector,	   not	   suitor.	   It	   is	   significant	   that	   Daphne	   meets	   Ian	   Wallace	   (Oliver	  James),	   a	   boy	   close	   to	   her	   own	   age,	   as	   soon	   as	   she	   begins	   her	   search	   for	   her	  father.	  His	  presence	  contains	  Daphne’s	  desire	  for	  her	  father,	  providing	  a	  contrast	  that	   allows	   the	   primary	   romance	  with	   the	   father	   to	   seem	  platonic	   rather	   than	  sexual.	   Ian’s	   presence	   reiterates	   both	  Daphne’s	   burgeoning	   sexual	   desires	   and	  her	  fundamental	  innocence.	  Clearly	  Ian	  is	  presented	  as	  Daphne’s	  first	  boyfriend	  with	   whom	   she	   experiences	   her	   first	   kiss.	   However	   this	   personal	   erotic	  milestone	  is	  quite	  unremarked	  on	  in	  the	  narrative.	  Rather,	  Daphne’s	  relationship	  with	   Ian	   provides	   the	   necessary	   context	   for	   framing	   her	   relationship	  with	   the	  father.	  Ian	  is	  a	  prince	  in	  disguise.	  He	  has	  been	  to	  ‘all	  the	  right	  schools’	  and	  ‘all	  the	  right	  clubs’	  but	  has	  ‘realised	  the	  hypocrisy	  of	  it	  all,’	  and	  is	  now	  working	  multiple	  jobs	  at	   the	  youth	  hostel,	  as	  a	  musician	  and	  as	  a	   traffic	  director.25	  	  Standing	   in	  a	  rowboat,	  Ian	  helps	  Daphne	  learn	  the	  ‘grace,’	  ‘poise’	  and	  ‘balance’	  required	  in	  her	  father’s	  world	  before	  she	  falls	  into	  the	  canal	  pulling	  Ian	  with	  her.	  While	  this	  fall	  might	  suggest	  her	  immersion	  into	  both	  a	  new	  world	  of	  upper	  class	  propriety	  as	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  25	  Ian	  tells	  Daphne,	  ‘Believe	  it	  or	  not,	  my	  mother	  was	  a	  deb,	  and	  then	  she	  chose	  to	  marry	  beneath	  her.	  Her	  parents	  promptly	  disowned	  her,	   but	   for	   some	   reason	   they	   took	  pity	   on	  me,	   their	   half	  breed	   grandson.	   They	   paid	   for	  me	   to	   go	   to	   all	   the	   right	   schools,	   they	   got	  me	   into	   all	   the	   right	  clubs,	  until	  one	  day	  I	  realised	  the	  hypocrisy	  of	  it	  all	  .	  .	  .	  [my	  parents]	  are	  poor	  as	  church	  mice	  and	  they’re	   the	   happiest	   people	   I	   know.’	   This	   line	   reiterates	   the	   debates	   about	   gender,	   generation,	  class	  and	  nationality	   that	   the	   film	  has	  already	  established,	   suggesting	   that	   it	   is	  possible	   to	   find	  happiness	  outside	  the	  aristocratic	  and	  implicitly	  patriarchal	  model	  of	  family.	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well	   as	   a	   new	   world	   of	   sexual	   desire,	   the	   scene	   primarily	   works	   as	   a	   comic	  diffusion	  of	  sexual	  and	  social	  tension.	  As	  Daphne	  and	  Ian	  climb	  back	  into	  the	  boat	  he	   delivers	   a	   corny	   line,	   as	   if	   to	   underscore	   the	   universality	   of	   the	   situation	  rather	   than	   its	   specific	  psychic	   and	   social	   co-­‐ordinates:	   ‘Why	  are	   you	   trying	   to	  hard	  to	  fit	  in,	  when	  you	  were	  born	  to	  stand	  out?’	  They	  kiss.	  Ian	   also	   provides	   a	   literal	   vehicle	   for	   Henry	   to	   reconnect	   with	   his	   own	  youth	   in	   the	   form	   of	   his	  motorbike.	   At	   first	   Ian’s	  motorbike	   provokes	   Henry’s	  paternal	   concern	   but	   is	   later	   used	   by	   Henry	   to	   escape	   with	   Daphne	   from	   the	  paparazzi.	   Surrounded	  by	   reporters	   and	   cameras,	  Henry	   dramatically	   pulls	   his	  visor	  down	  and	  drives	  off	  through	  the	  garden	  party	  with	  Daphne	  on	  the	  back	  of	  the	  bike,	  skidding	  the	  tires	  on	  the	  smooth	  gravel	  surface.	  The	  change	  in	  Henry’s	  behaviour	   is	   emphasised	   as	   father	   and	   daughter	   ride	   past	   a	   large	   billboard	  carrying	   an	   image	   of	   Henry	   with	   the	   caption:	   ‘Vote	   Dashwood.’	   This	   youthful	  outburst	  is	  seen	  by	  Daphne	  as	  an	  expression	  of	  Henry’s	  ‘true’	  self	  and	  is	  referred	  to	  by	  Henry	  as	   the	  spiritual	  equivalent	  of	  walking	  barefoot	   in	   the	  sand.	  Having	  dismounted	   the	   bike	  Daphne	   sits	   on	   the	   swing	   in	   a	   children’s	   playground	   and	  Henry	  takes	  off	  his	  shoes.	  Reflecting	  on	  their	  escape	   from	  the	  paparazzi,	   father	  and	  daughter	  exchange	  the	  following	  dialogue:	  	  	  Henry:	  	  	   That	  is	  without	  doubt	  the	  most	  indecorous	  thing	  I	  have	  done	  in	  many	  years.	  Daphne:	  	   Well	   I	  have	  no	   idea	  what	  you’re	   talking	  about	  but	   I’m	  glad.	  You	  should	  do	  it	  more	  often.	  Henry:	  	   I	  don’t	  even	  remember	  the	  last	  time	  I	  went	  barefoot.	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The	   playground	   scene	   seems	   to	   offer	   itself	   as	   a	   replacement	   for	   the	   lost	   time	  between	   father	   and	   daughter	   when	   Daphne	   was	   growing	   up.	   Although	   Henry	  could	  not	  be	  there	  to	  guide	  her	  through	  her	  childhood,	  Daphne	  can	  be	  there	  to	  remind	  him	  of	  ‘who	  he	  really	  is.’	  	  The	   film	   attributes	   a	   high	   value	   to	   Daphne’s	   innocence	   and	   purity,	  conferring	   on	  her	   the	  power	   to	   act	   as	   a	  moral	   guardian.	   She	  not	   only	   reminds	  Henry	   of	   his	   ‘true	   love’	   for	   her	  mother	   Libby,	   but	   through	  her	   role	   as	   ingénue	  also	   offers	   him	   salvation	   in	   the	   form	   of	   a	   return	   to	   his	   own	   youthfulness.	   As	  Driscoll	   (2011)	   writes,	   ‘the	   American	   girl	   simultaneously	   represents	   a	   culture	  under	  contestation,	  virtues	  of	  the	  past,	  and	  the	  promise	  of	  the	  new	  world’	  (14).	  Moreover,	   the	  dynamic	   in	  WGW	  demonstrates	  the	  eroticisation	  of	   innocence	  so	  eloquently	  discussed	  by	   James	  Kincaid	   in	  Erotic	  Innocence:	  The	  Culture	  of	  Child	  
Molesting	   (1998).	   Kincaid	   argues	   that	   since	   the	   Victorian	   period,	   children	   are	  often	  culturally	   imbued	  with	  the	  power	  to	  heal	  adult	  wounds	  and	  mistakes.	  He	  analyses	   a	   series	   of	   cultural	   narratives	   in	   which	   the	   ‘lovely	   and	   lonely	   child	  bonds	   with	   the	   misfit	   adult’	   (129),	   using	   the	   power	   of	   her	   love	   to	   repair	   the	  present	   and	   the	   past.	   We	   can	   read	   Daphne’s	   character	   as	   performing	   this	  function,	   allowing	   the	   creation	   of	   a	   new	   past	   by	   reuniting	   her	   parents	   and	  therefore	  bridging	  the	  gap	  between	  the	  contradictory	   ideologies	  that	  separated	  them	  in	  the	  first	  place.	  In	  WGW	  the	  powerful	  interaction	  between	  father	  and	  daughter	  is	  always	  framed	  by	  a	  return	  to	  the	  mother.	  The	  above	  playground	  scene	  marks	  a	  crucial	  point	   in	   the	   development	   of	   the	   father-­‐daughter	   relationship.	   Daphne	   offers	  Henry	  a	  piece	  of	  her	  mother’s	  wisdom,	  Henry	  asks	   if	   her	  mother	   is	  happy	  and	  Daphne	  replies:	  ‘Yeah.	  I	  think	  so.	  I	  mean,	  I	  can	  tell	  she	  gets	  lonely	  sometimes.	  But	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I	   think	   she’s	   pretty	   content	   with	   who	   she	   is.’	   This	   reference	   to	   the	   mother	   is	  heavily	  laden	  with	  implications	  about	  lifestyle	  choices	  and	  romantic	  values.	  The	  mother’s	  character	  integrity	  is	  associated	  both	  with	  being	  a	  devoted	  mother	  and	  also	   with	   waiting	   for	   her	   one	   true	   love.	   In	   contrast,	   Henry’s	   character	   seems	  utterly	  dependent	  on	  the	  woman	  he	  is	  with.	  After	  his	  out-­‐of-­‐character	  escapade	  on	  the	  bike	  Henry	  puts	  on	  an	  old	  pair	  of	  leather	  pants	  and	  dances	  in	  front	  of	  the	  mirror.	  Glynnis	  walks	  in	  and	  says,	   ‘Who	  are	  you?	  What	  have	  you	  done	  with	  my	  fiancé?	  I	  want	  my	  Henry	  back.’	  The	  film	  confirms	  Glynnis’	  observation:	  Henry	  is	  different	   around	   Daphne	   than	   around	   her.	   Thus	   the	   film	   openly	   narrativises	  what	   Nielson’s	   article	   only	   implies,	   which	   is	   that	   women	   and	   girls	   must	   take	  responsibility	   for	   the	   development	   of	   the	  men	   in	   their	   lives,	  most	   particularly	  their	  fathers.	  	  	  	  	  	  
Coda:	  Indie	  Families	  	  Within	   its	   generic	   template,	   What	   A	   Girl	   Wants	   allows	   for	   the	   dynamic	  complexities	  of	  family	  life	  as	  it	  shifts	  across	  time	  and	  space.	  In	  the	  final	  scene	  of	  the	   film,	   the	   family—now	   improbably	   extended	   to	   include	   Henry’s	   mother,	  Daphne’s	  boyfriend	   Ian	  and	   the	  Dashwood	   family’s	  butler—gather	   for	   lunch	   in	  the	  garden	  of	   the	  Dashwood	  Manor.	  The	  unlikeliness	  of	   this	  ending	  should	  not	  obscure	  the	  sense	  of	  a	  bright	  future	  it	  presents.	  The	  final	  frames	  of	  What	  A	  Girl	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Wants	   acknowledge	   the	   possibility	   that	   everyone’s	   ‘happy	   ending’	   is	   unique:	  each	   family	   must	   negotiate	   their	   own	   desires	   and	   capacity	   for	   change.	   The	  process	  of	  inclusion	  and	  exclusion	  that	  maintains	  family	  units	  is	  thus	  exposed	  as	  based	  on	  particular	  elected	  values	  rather	  than	  fixed	  ideals.	  Glynnis	  and	  Clarissa	  are	  excluded	  not	  because	  they	  are	  intrinsically	  bad	  but	  because	  they	  do	  not	  share	  the	   self-­‐defined	   values	   the	   rest	   of	   the	   family	   represent.	   Although	   the	   film	  strongly	   emphasises	   the	   benefits	   of	   change	   and	   of	   overcoming	   conventions,	   it	  also	   recognises	   that	   individuals	  have	  different	   ideas	  about	   ‘happy	  endings’	  and	  different	  means	   for	  realising	  them.	   In	  other	  words,	   there	   is	  no	  universal	  model	  from	  which	  the	  ideal	  solution	  to	  the	  broken	  family	  can	  be	  derived.	  
What	  A	  Girl	  Wants	  modifies	  the	  behaviour	  of	  the	  father	  and	  remodels	  the	  family,	  making	  it	  more	  flexible	  to	  change	  and	  more	  liberal	  in	  its	  composition.	  In	  contrast,	  the	  therapeutic	  literature	  on	  broken	  families	  maintains	  an	  unexamined	  commitment	   to	   gendered	   expectations	   of	   family	   life	   and	   frames	   the	   messy	  contradictions	  of	  lived	  experience	  as	  deviations	  from	  this	  ideal.	  The	  therapeutic	  literature	  positions	  girls	  as	  ‘at	  risk,’	  pressuring	  them	  to	  maintain	  the	  family	  unit.	  Girl-­‐power	   princess	   films,	   on	   the	   other	   hand,	   represent	   girls	   capable	   of	  negotiating	  whatever	   familial	   circumstances	   they	   find	   themselves	   in.	   Although	  the	   literature	   on	   girlhood	   worries	   that	   the	   ‘can-­‐do’	   girl	   presents	   an	   equally	  cumbersome	  expectation	  (whereby	  girls	  must	  uphold	  general	  neo-­‐liberal	  values	  and	  ideals),	  it	  is	  more	  productive	  to	  see	  these	  representations	  of	  female	  agency	  as	  providing	   girls	   a	  narrative	   space	   in	  which	   they	   can	   speak,	   think	   and	   act	   for	  themselves.	  	  The	  balance	   that	  girl-­‐power	  princess	   films	  achieve	  between	   fantasy	  and	  empowerment	  actively	  encouraging	  girls	  to	  seek	  options	  rather	  than	  resolutions.	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These	  reformatted	  fairytales	  are	  not	  a	  return	  to	  convention	  but	  the	  seeking	  out	  of	   new	   futures	  within	   changing	   family	   structures.	   These	   films	   operate	   through	  parody	   and	   mimicry,	   reproducing	   the	   system	   in	   order	   to	   generate	   change	  through	  small-­‐scale	  shifts	  and	  adjustments	  in	  gendered	  expectations.	  In	  What	  A	  
Girl	  Wants	   the	   romantic	   beliefs	   in	   ‘one	   true	   love’	   and	   ‘happily	   ever	   after’	   are	  gently	  modified.	  The	  fantastical	  narrative	  still	  has	  to	  prove	  that	  the	  parents	  can	  have	  a	  successful	  marriage	  before	   the	  daughter	  can	  consider	   finding	   ‘true	   love’	  for	  herself.	  Yet	  this	  deferral	  of	  her	  romance	  beyond	  the	  end	  of	  the	  film	  does	  not	  prevent	  the	  young	  girl	  from	  experiencing	  intimacy.	  Rather,	  she	  and	  her	  parents	  must	   accept	   to	   the	   possibility	   of	   loving	   more	   than	   once,	   and	   of	   building	   and	  maintaining	   romantic	   relationships	   outside	   the	   traditional	   family	   structure.	   If,	  like	  me,	  girls	  watching	  What	  A	  Girl	  Wants	  must	  at	  some	  point	  accept	  that	  there	  will	   be	   no	   reconciling	   of	   their	   parents’	   relationship,	   that	   recognition	   is	   made	  easier	   by	   following	   the	   film’s	   logic	   of	   possibility	   and	   change.	   Perhaps,	   like	  Daphne,	  we	   formulate	   our	   own	   versions	   of	   ‘happily	   ever	   after,’	   reconciling	   for	  ourselves	   the	   contradictions	   represented	   by	   our	   parents,	   and	   the	   differences	  between	  their	  generation	  and	  ours.	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A	  Cinderella	  Story.	  USA:	  Warner	  Bros.	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  Mark,	  dir.	  2004.	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   and	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   Mike,	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  USA:	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  dir.	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  Warner	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  Curtiz,	  Michael,	  dir.	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  USA:	  Warner	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  Cadiff,	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  dir,	  2004.	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  USA:	  Paramount	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  Heckerling,	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  dir.	  1995.	  
Easy	  A.	  USA:	  Screen	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  Gluck,	  Will,	  dir.	  2010.	  
Ella	  Enchanted.	  USA/UK:	  Miramax	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  O’Haver,	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  dir.	  2004.	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  Bueller’s	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  Off.	  USA:	  Paramount	  Pictures.	  Hughes,	  John,	  dir.	  1986.	  
Freaky	  Friday.	  USA:	  Walt	  Disney	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  Waters,	  Mark,	  dir.	  2003.	  
Gidget.	  USA:	  Columbia.	  Wendkos,	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  dir.	  1959.	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   Girl.	   USA:	   The	   CW	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   and	   Savage,	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  World	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  dir.	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  dir.	  1995.	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  Adrian,	  dir.	  1997.	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  USA:	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  dir.	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  USA:	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  dir.	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  dir.	  1995.	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  USA:	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  Pictures.	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  William,	  dir.	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  dir.	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  Hughes,	  John,	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Sleeping	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   USA:	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   Walt	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   and	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   Walt	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  2007.	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  creator.	  1999	  –	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  Hughes,	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  dir.	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Appendix	  A:	  Table	  of	  Keywords	  	  	  This	   table	  was	  generated	  from	  the	  keywords	  used	   in	  the	   Journal	  of	  Divorce	  and	  
Remarriage	   from	  2007	   to	  2011.	  As	   there	  were	  over	  400,	   this	   table	  only	   shows	  keywords	  appearing	  more	  than	  twice	  (a	  total	  of	  71	  keywords).	  Some	  keywords	  have	  been	  condensed	  to	  make	  tabulating	  more	  manageable.	  I	  observed	  four	  main	  categories	  of	  keywords:	  relationships,	  adjustment,	  stereotypes,	  health	  and	  well-­‐being.	  The	  categories	  ‘relationships’	  and	  ‘adjustment’	  are	  fairly	  self-­‐explanatory,	  but	  I	  have	  included	  lists	  of	  keywords	  that	  I	  consider	  to	  be	  specifically	  related	  to	  ‘relationships’	  and	  ‘health	  and	  well-­‐being.’	  	  	  
 KEYWORDS 
JOURNAL OF DIVORCE 
AND REMARRIAGE 
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0 
1 
1 
2 
0 
1 
0 
2 
0 
0 
9 
2 
0 
0 
8 
2 
0 
0 
7 TOTAL 1	   divorce	   15	   13	   19	   18	   18	   83	  2	   remarriage	   1	   1	   7	   3	   5	   17	  3	   adolescents	   2	   5	   2	   3	   4	   16	  4	  	   parent-­‐child	  relationships	  (inc.	  relationship	  quality)	   1	   4	   5	   4	   2	   16	  5	  	   coparenting	  /	  coparenting	  relationship	   3	   2	   4	   1	   4	   14	  6	   young	  adults	   	   5	   1	   4	   3	   13	  7	  	   divorce	  adjustment	  (inc.	  psychological	  and	  psychosocial)	   2	   2	   	   5	   3	   12	  8	   separation	   1	   2	   3	   2	   3	   11	  9	   child	  adjustment	  (inc.	  psychosocial)	   1	   	   4	   2	   3	   10	  10	   communication	   2	   4	   3	   	   1	   10	  11	   conflict	   	   2	   2	   3	   2	   9	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12	   marriage	   2	   3	   1	   1	   2	   9	  13	   stepfamilies	   	   1	   3	   1	   4	   9	  14	   children	   1	   1	   4	   2	   	   8	  15	   gender	   1	   	   3	   3	   1	   8	  16	   stepmother	   	   3	   2	   	   3	   8	  17	   women	   1	   1	   3	   1	   2	   8	  18	   college	   1	   2	   2	   1	   1	   7	  19	   parenting	   	   	   1	   3	   3	   7	  20	   gender	  differences	   2	   	   1	   3	   	   6	  21	   marital	  dissolution	   	   2	   1	   2	   1	   6	  22	   parental	  divorce	   1	   1	   2	   1	   1	   6	  23	   relationships	   1	   3	   	   	   2	   6	  24	   children	  of	  divorce	   1	   	   	   3	   1	   5	  25	   depression	   3	   	   1	   	   1	   5	  26	   interparental	  conflict	  /	  hostility	   	   2	   	   1	   2	   5	  27	   parental	  conflict	  /	  antagonism	   1	   2	   	   1	   1	   5	  28	   adult	  children	   	   1	   	   1	   2	   4	  29	   child	  custody	   	   	   2	   2	   	   4	  30	   child	  support	   	   1	   1	   2	   	   4	  31	   coping	   	   	   	   	   4	   4	  32	   counselling	   	   1	   2	   	   1	   4	  33	   divorce	  intervention	   	   1	   1	   	   2	   4	  34	   divorced	  parents/families	   1	   	   1	   1	   1	   4	  35	   experiences	   1	   1	   1	   1	   	   4	  36	   family	  structure	  /	  form	   2	   1	   	   	   1	   4	  37	   father-­‐daughter	  relationships	   3	   	   	   	   1	   4	  38	   forgiveness	   1	   	   2	   	   1	   4	  39	   Latino/a	   1	   1	   1	   	   1	   4	  40	   marital	  solidarity/stability	   	   2	   1	   	   1	   4	  41	   mothers	   	   1	   	   1	   2	   4	  42	   nonresident	  fathers	   2	   1	   	   1	   	   4	  43	   parental	  alienation	   1	   2	   	   	   1	   4	  44	   relational	  /	  relationship	  quality	   	   1	   1	   	   2	   4	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45	   religion	   1	   1	   1	   1	   	   4	  46	   sibling	  relationships	   	   	   	   2	   2	   4	  47	   stepfathers	   1	   1	   	   	   2	   4	  48	   stepparents	   	   2	   1	   	   1	   4	  49	  	   academic	  improvement	  /	  motivation	  /	  performance	   1	   	   1	   1	   	   3	  50	   adolescent	  psychological	  well-­‐being	   	   	   	   1	   2	   3	  51	   adult	  recall	   2	   1	   	   	   	   3	  52	   anxiety	   1	   	   1	   	   1	   3	  53	   child	  development	   	   	   1	   1	   1	   3	  54	   couple/s	   	   	   2	   1	   	   3	  55	   domestic	  violence	   	   1	   2	   	   	   3	  56	   education	   1	   1	   	   1	   	   3	  57	   family	  of	  origin	   1	   	   	   1	   1	   3	  58	   father-­‐child	  relationships	   	   	   	   1	   2	   3	  59	   initiator	  status	   1	   	   2	   	   	   3	  60	  	   intergenerational	  transmission	  (attitudes	  about	  marriage)	   	   	   	   1	   2	   3	  61	   intimate	  partner	  abuse	  /	  violence	   	   1	   2	   	   	   3	  62	   intimate	  relationships	   	   2	   	   	   1	   3	  63	   mediation	   	   	   2	   1	   	   3	  64	   parent-­‐adolescent	  relations	   	   1	   	   1	   1	   3	  65	   parental	  authority	   	   1	   1	   1	   	   3	  66	   parental	  relationship	  quality	   	   2	   	   1	   	   3	  67	  	   parents	  and	  divorce	  (or,	  divorced/separated	  parents)	   	   1	   	   1	   1	   3	  68	   postdivorce	  relationship/s	   1	   	   1	   1	   	   3	  69	  	   sexuality	  (inc.	  sexual	  attitudes	  and	  behaviours)	   	   3	   	   	   	   3	  70	   single-­‐mother	  families	   1	   	   1	   	   1	   3	  71	   stepchildren	   	   	   2	   	   1	   3	  	  	   Total	   51	   80	   88	   76	   94	   389	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Keywords	  for	  ‘Relationships’	  	  16	   parent-­‐child	  relationships	  	  (inc.	  relationship	  quality)	  14	   coparenting	  /	  coparenting	  	  relationship	  (inc.	  quality	  	  coparenting)	  10	   communication	  9	   conflict	  6	   relationships	  5	   interparental	  conflict	  /	  hostility	  5	   parental	  conflict	  /	  antagonism	  4	   parental	  alienation	  4	   sibling	  relationships	  4	   relational	  /	  relationship	  quality	  3	   father-­‐child	  relationships	  3	   father-­‐daughter	  relationships	  3	   intergenerational	  transmission	  	  (attitudes	  about	  marriage)	  3	   intimate	  partner	  abuse	  /	  violence	  3	   intimate	  relationships	  3	   parent-­‐adolescent	  relations	  3	   parental	  relationship	  quality	  3	   postdivorce	  relationship/s	  2	   divorce	  disclosures	  2	   father	  involvement	  2	   loneliness	  2	   postdivorce	  child	  attachment	  1	   divorce	  relation	  topics	  1	   friendship	  qualities	  	  
(children	  of	  divorce)	  1	   intergenerational	  support	  	  (grandparents)	  1	   interparental	  relationships	  1	   mediating	  roles	  	  (children	  and	  young	  adults)	  1	   parent-­‐young	  adult	  child	  1	   parental	  alienation	  syndrome	  1	   parental	  differential	  treatment	  1	   parentification	  1	   parenting	  interventions	  1	   parenting	  quality	  1	   parenting	  styles	  1	   PAS	  1	   paternal	  involvement	  1	   quality	  coparenting	  1	   reconciliation	  1	   refusal	  to	  cooperate	  1	   relatedness	  1	   relational	  damage	  1	   relational	  family	  theory	  1	   relational	  repair	  and	  maintenance	  1	   relationship	  education	  1	   resentment	  1	   romantic	  relationships	  1	   shared	  parenting	  1	   stepfamily	  communication	  1	   stepparent-­‐stepchild	  relations	  	  	  
2	  	  
Keywords	  for	  ‘Health	  and	  Well	  Being’	  	  13	   child	  adjustment	  /	  development	  	  (inc.	  psychosocial)	  12	   divorce	  adjustment	  	  (inc.	  psychological	  and	  	  psychosocial)	  11	   depression	  /	  anxiety	  /	  stress	  /	  	  distress	  9	   counselling	  /	  mediation	  /	  therapy	  9	   emotional	  health	  (inc.	  trust,	  	  empathy,	  fear	  of	  intimacy,	  	  emotional	  availability,	  family	  	  belonging,	  happiness,	  friendship	  	  quality,	  resilience)	  7	   intervention	  (inc.	  attachment-­‐based	  /	  community	  group	  /	  therapeautic)	  6	   intimate	  relationships	  and	  dating	  (inc.	  adolescent	  dating,	  public	  displays	  of	  affection)	  4	   coping	  4	   parental	  alienation	  4	   pathologies	  (inc.	  AD/HD,	  	  paranoia,	  obsessive	  compulsive,	  	  schizophrenia)	  3	   academic	  improvement	  /	  	  motivation	  /	  performance	  3	   adolescent	  psychological	  well-­‐being	  2	   support	  groups	  (inc.	  divorce	  /	  	  domestic	  violence)	  2	   physical	  health	  	  (inc.	  heart	  rate,	  stroke)	  1	   academic	  support	  1	   delinquency	  
1	   dementia	  1	   difficulties	  1	   disappointment	  1	   discrimination	  1	   disharmony	  1	   dyadic	  coping	  1	   early	  maladaptive	  schemata	  1	   effects	  1	   health	  risks	  1	   highschool	  dropouts	  	  (fatherlessness)	  1	   individuation	  1	   infant	  mortality	  (fatherlessness)	  1	   infidelity	  1	   lif 	  satisfaction	  1	   maltreated	  children	  1	   marginalization	  (fathers)	  1	   marital	  satisfaction	  1	   multiple	  sexual	  partners	  	  (fatherlessness)	  1	   nurturance	  1	   parental	  alienation	  syndrome	  1	   personal	  life	  events	  (women)	  1	   physical	  abuse	  in	  childhood	  1	   precocious	  (girls)	  1	   prevention	  1	   puberty	  1	   resistance	  to	  mediation	  1	   respiratory	  sinus	  arrhythmia	  1	   satisfaction	  
2	  	  
1	   self-­‐concept	  1	   self-­‐determination	  theory	  1	   self-­‐esteem	  1	   self-­‐esteem	  (children)	  1	   self-­‐forgiveness	  1	   self-­‐rated	  health	  1	   sexually	  transmitted	  diseases	  	  (fatherlessness)	  1	   shared	  family	  time	  
1	   spiritual	  well-­‐being	  1	   stability	  1	   stepfamily	  coping	  1	   threat	  to	  self-­‐appraisals	  1	   traumatic	  life	  events	  1	   university	  adjustment	  1	   violent	  crime	  	  (fatherlessness)	  1	   well-­‐being	  	  	  	  
